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Abstract 
I discovered the music of Roger Sacheverell Coke (1912-72) in 2014 and since 
then have made four recordings and numerous new performing editions, and given 
concerts, broadcasts and lecture-recitals on his music.  My project is the first ever in-
depth exploration of the composer and my recordings, made with renowned 
colleagues in the music industry, have presented ten of Coke’s opuses for the first time 
on disc. 
My continuing research into the composer has shown that knowledge of his 
personal circumstances has shaped my interpretations. This has allowed me not only 
to give convincing, informed performances of his works, but also to provide a blueprint 
for musicians to approach other lesser-known composers and bring their music into 
the mainstream.  Indeed, an understanding of Coke’s biography based on detailed 
archival study and an evaluation of the existing musical sources has proved invaluable 
and I have shown that without it, the compositions can often be misunderstood or 
undervalued. 
No element of this project can exist without the others.  My archival research 
has uncovered not only manuscripts of Coke’s music (the only versions that existed 
before my new editions), but also press cuttings and personal documents that have 
never been studied before.  My performing editions have enabled world premiere 
recordings to take place, thus making Coke’s music accessible to a global audience for 
the first time.  
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There is also a tenuous connection with the family of Sacheverell Sitwell (1897-1988).  That name appears in various 
Derbyshire families and there is also a Sacheverell in the Darwin side of the Coke family. The Sitwell house, 
Renishaw, is twenty miles north of the Coke family home, Brookhill Hall, and Griselda Brook recalls that her mother 
was taken to meet distant ‘cousin’ Edith Sitwell (1887-1964) the British poet and critic. (Information from Griselda 
Brook, by email on 20 August 2019.) 
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Preface 
My career so far has been focused on performing, teaching and curating 
concerts: all activities that include an academic element, but nothing approaching the 
scale and scope of doctoral research.  I certainly never anticipated undertaking a PhD.  
This all changed in 2014, when a pianist friend gave me the score of the Twenty-Four 
Preludes by ‘an unknown British composer’.  She had been discouraged by the 
complexity, and maybe by the seemingly impenetrable musical world, of an œuvre 
that had remained unexplored for several decades. 
Like my colleague, I had never heard of Roger Sacheverell Coke.  Something 
encouraged me to persevere, however, and when I trawled through the music for a 
second time some weeks later, any reluctance faded away and the musical language 
began to reveal itself.  In the intervening period, I had attempted to find out more 
about Coke himself, and my developing awareness of his multi-faceted personality, his 
background and his struggles gave me a way to make sense of the music and to feel 
more confident in my performances. 
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Introduction 
When I discovered Roger Sacheverell Coke (1912-72) in 2014 I observed a 
lamentable lack of writing about him, save for a number of short local magazine 
articles, a biography in the British Music Society Journal,2 a Wikipedia page3 and 
reviews relating to the first commercial recording of his music in 2013.4  The absence 
of biographical writing on the composer and evaluations of his music has created a 
vacuum that will be filled in some way by the present study. 
My early research took me to Chesterfield Library in Derbyshire which houses 
the Coke-Steel Archive, the most important primary source in my studies, deposited at 
the library in 1973.  Coke’s manuscripts, scores and books form the collection.  The 
archive also includes Coke’s album of press cuttings relating to performances of his 
music, which enabled me to produce a comprehensive performance list, the first time 
such a list has been compiled.5  Furthermore, the annotations Coke made on many of 
these cuttings illustrated his meticulous nature, how he attempted to promote 
himself, and how he reacted to the response of critics and journalists in general to his 
music. 
Extended research at the British Library, at Derbyshire Record Office6 and on 
the British Newspaper Archive’s online portal uncovered a wealth of contemporary 
articles and reviews from Coke’s time, and added more detail to my growing picture of 
Coke and his career.7  Two unpublished texts by Coke’s niece, Griselda Brook (b 1938), 
about her uncle and their family home, gave colourful insights and anecdotes.8 
The foundation laid by my ongoing research has exerted a strong influence on 
my performances and world premiere recordings of Coke’s music, and I have listened 
in detail to audiences and critics on the reception of his works.  The same research has 
also underpinned my creation of new performing editions; these comprise the first 
 
2 Rob Barnett, "Roger Sacheverell Coke", British Music Society News, no. 55 (September 1992). 
3 "Roger Sacheverell Coke", Wikipedia, The Free Encyclopedia, accessed 17 September 2018, 
https://en.wikipedia.org/w/index.php?title=Roger_Sacheverell_Coke. 
4 Bantock, Granville, Scott, Cyril and Coke, Roger Sacheverell.  Sonatas for Violin & Viola.  Rupert Marshall Luck 
(violin).  Matthew Rickard (piano).  EM Records EMRCD018, 2013. 
5 See Appendix 4 for the full Performance List.  Coke’s album is dated August 1939 to August 1963. 
6 See page 83 for further information. 
7 "British Newspaper Archive", accessed 10 October 2018, https://www.britishnewspaperarchive.co.uk/. 
8 Griselda Brook, Roger George Sacheverell Coke 1912-1972 (London, 2016). Also Griselda Brook, Memories of 
Brookhill (London, 2016). 
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modern publications, and were created from the manuscripts held in the family 
archive and Coke’s own self-published contemporary editions.9  These experiences of 
performance and editing have in turn provided my research with an even deeper level 
of understanding.  As both performer and academic, I am ideally placed to present the 
first evaluation of Coke, as well as providing an example of how such evaluations might 
be approached in future. 
I have combined musicological research with a study of Coke’s biography, 
underpinned by extensive and unprecedented exposure to the primary sources 
mentioned above, and invaluable contact with the composer’s descendants.  This 
investigation has coloured my interpretations and illustrates the importance of 
considering a composer’s biography in achieving a complete understanding and giving 
compelling performances.  That the written language of music may not be adequate to 
capture all the nuances a composer may have envisaged is not a new concept.  Even 
highly detailed scores such as Coke’s may not provide a complete picture.  Kenneth 
Hamilton offers an overview: 
 
There are also a vast number of performance features, including rubatos, 
chordal balances, half-pedalings – the list goes on – that cannot be more than 
vaguely indicated by any type of notation at our disposal without ludicrously 
overloading the text and the performer… Rachmaninoff’s recordings of his 
concertos should make us realize how awkward this superficially simple issue 
can really be.  Quite simply, they often don’t play what they’ve written.10 
 
I have found that a frame of reference is also vital for a successful experience 
as a listener.  To test my assertions, I gave my recording of Coke’s Piano Concertos to 
two friends.  The first did not read the liner notes but listened to the music, 
commenting that ‘the performance was excellent but the music was a bit iffy’; the 
second reported that he ‘had read the entire booklet and was impressed’.11  I have 
observed the same phenomenon at my own recitals of Coke’s music, at which the 
audience’s empathy with the composer after hearing about his life has significantly 
 
9 Nimbus Music Publishing published Coke’s three Cello Sonatas in January 2020 and will make available scores of 
the Piano Concertos (typeset and edited by Simon Callaghan) in 2021. 
10 Kenneth Hamilton, After the Golden Age: Romantic Pianism and Modern Performance (New York: Oxford 
University Press, 2008), 25. 
11 Email correspondence with Giles Enders about the Coke Concertos CD, 9 January 2018. 
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enhanced their enjoyment of his music.  At subsequent performances, those with 
previous experience of Coke’s music have shown an even higher level of 
understanding. 
Of all Coke’s working life, the period 1938-41 was the most significant in terms 
of changes in his personal circumstances and discernible shifts in compositional style.  I 
will concentrate on these years in the central chapter of my thesis (‘A Period of 
Change’) and, in order to situate it in chronological context, will flank this with a 
presentation of Coke’s early years (‘A Promising Start’), and an exploration of his later 
and final years (‘Gradual Demise’).  As well as complementing and illuminating my 
recordings which form the central component of my project, this biographical 
overview offers the first opportunity to penetrate the world of a complicated 
character, whose life story has as yet been largely unexplored.  
The composer’s Piano Concertos and Twenty-Four Preludes will form the 
springboard for my research, and Coke’s development will be most effectively 
portrayed by way of a study into how each of the circumstances surrounding him 
informed his composition, and ultimately into how this – in tandem with my growing 
experience of interpreting his music – has influenced my performances and recordings.  
Following this, I will analyse my second, most recent recording of the Twenty-Four 
Preludes in order to illustrate my findings and offer a performer’s perspective on one 
of Coke’s most important works. 
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1 A Promising Start 
 
Mr Roger Sacheverell Coke is certainly destined to make a name for himself – 
and the chances are that he will do it very quickly.12   
 
From the moment Roger George Sacheverell Coke was born in Alfreton, 
Derbyshire on 20 October 1912, a chain of events was set in motion which would 
define him as a person and, perhaps more importantly, as a composer.  He was born 
into a wealthy, landowning family and resided at the family home, Brookhill Hall, until 
his death on 23 October 1972.  His father, Langton Sacheverell Coke (1878-1914), was 
a highly respected soldier in the Irish Guards, and, when he was killed in October 1914 
at the Battle of Ypres, he left not only his estate to his two-year-old son, but also the 
burden of responsibility to live up to his family’s expectations, to earn the same level 
of respect and to make a comparable contribution to society as his father.  Although 
Coke described it as something ‘I treasure most of all’,13 a poignant painting of him as a 
child holding his father’s sword, hung in the family dining room, served as a constant 
reminder of this burden (see Figure 1). 
 
Figure 1: Painting of Roger Sacheverell Coke at Brookhill Hall circa 1918 (artist unknown) 
 
 
 
12 "Classical Quality", Nottingham Journal (Nottingham), 21 October 1933, 6. 
13 "Squire Robbed As He Plays His Grand Piano", Nottingham Evening Post (Nottingham), 24 September 1968, 1. 
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Coke enrolled at Eton College in May 1926 and was immersed there in a 
melting pot of artistic and intellectual activity.  He studied under organist and 
composer Henry George Ley (1887-1962), who was also a professor at the Royal 
College of Music.  Performers visiting Eton included The London Wind Quintet (whose 
members included Léon Goossens (1897-1988) and Aubrey Brain (1893-1955), while 
alumni George Butterworth (1885-1916) and Roger Quilter (1877-1953) had returned 
to the school to perform their own music.14  The latter composers were undoubtedly 
an influence on Coke’s not inconsiderable output of more than 80 songs, as was his 
later friendship with amateur soprano and pianist Barbara Welby (1906-83)15 – herself 
the great-granddaughter of Jenny Lind (1820-87)16 – and numerous other singers. 
Coke was part of a long-established Eton tradition of student composers 
performing their own works, The Eton College Chronicle reporting in June 1929 that 
‘Coke played three preludes of his own, which from the point of view of one about to 
compete with him for the Harmsworth Composition Prize were a very great deal too 
good’.17  Coke won several awards during his time as a student (including for sight-
reading in 1927 and for piano performance in 1928) and, alongside his own 
compositions, performed works by Schumann (1810-56) and Chopin (1810-49),18 the 
influence of whom may be felt throughout many of his compositions, especially those 
for solo piano.  The Berceuse (1936) is an excellent example, with its lilting rhythm, 
warm, simple harmony and concise structure. 
Upon leaving Eton in 1930, Coke studied the piano with Mabel Lander (1882-
1955), a well-respected pedagogue who also taught Princesses Elizabeth (b 1926) and 
Margaret (1930-2002), William Busch (1901-43) and Sir Malcolm Sargent (1895-1967).  
Lander was teaching assistant to Benno Moiseiwitsch (1890-1963) and herself a 
student of Theodor Leschetizky (1830-1915).  Coke apparently studied in Germany in 
the early 1930s, although evidence for this has yet to be found.19 
 
14 Other composer alumni of Eton included Peter Warlock (1894-1930) and Frederick Kelly (1881-1916). 
15 Barbara Angela Mary Lind Gregory (1906-83) married Sir Oliver Charles Earle Welby on 18 April 1927. 
16 Johanna Maria (Jenny) Goldschmidt, née Lind (1820-87). 
17 This performance was part of a concert that took place in the School Hall at Eton College on Saturday 1 June 
1929. College Archives, Eton College, Windsor.  Unfortunately there is no evidence of which preludes Coke 
performed.  They may have been early versions of opuses 33 and 34, or completely different works. 
18 Including Étude opus 25 no. 1 and Prelude opus 28 no. 20.  See page 147 for further information. 
19 Stanley Berrill, a good friend of the composer, told me that Coke had studied in Germany in the early 1930s 
(possibly in Munich) and some who knew him also believe he may have performed for Hitler.  Unfortunately there is 
no further evidence for the above. 
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Coke took composition lessons with Alan Bush (1900-95), saying in 1962 that 
‘he taught me all I know and taught me to write MY OWN MUSIC’.20  Bush appears to 
have been known for the encouragement of a unique voice in his composition 
students, one of whom, Herbert Murrill (1909-52, a Royal Academy of Music student in 
the 1920s) felt that ‘to Alan Bush I owe much, not least the artistic strength and right 
to differ from him’.21  Coke appears to have embraced this individuality, even in the 
face of criticism of his music as outdated,22 and a fascinating paragraph from a 1972 
article on the composer makes his approach abundantly clear: 
 
He finds modern music “quite deplorable”.  Shouldn’t he perhaps have 
attempted to move with the times? “You can only compose the music you 
feel”, he said.  “I am what I am, and this is the music I feel”, Hadn’t it been 
disappointing to see fame disappear so soon and indifference intervene.  “Yes”, 
he admitted, “bitterly disappointing, but I’ve made myself keep on working”.23 
 
Coke shared with Bush (for very different reasons) a life-long struggle to 
promote his music and to be recognised on the British music scene.  Whereas Bush – 
largely through his teaching and mentoring activities – was part of a circle which 
included enthusiastic supporters such as Michael Tippett (1905-98), Felix Aprahamian 
(1914-2005), Malcolm Arnold (1921-2006) and Hugh Wood (b 1932), Coke was to live 
in relative isolation and, while having some contact with the periphery of this musical 
group, never appears to have gained their total acceptance.24   Furthermore, while 
composers like Benjamin Britten (1913-76) were travelling the world, Coke was for 
most of his life a hermit at Brookhill Hall.  As Griselda Brook laments, ‘if you’re in the 
middle of a pit village in the borders of Nottinghamshire and Derbyshire, it’s not really 
a great artistic centre’.25  Indeed, I have concluded in my own studies that Coke 
 
20 C Briddon and J Robinson, "Roger Sacheverell Coke", The Chevron, 1962, 56. 
21 Herbert Murrill, "The Teacher", in Tribute to Alan Bush on His Fiftieth Birthday. A Symposium (London: Workers 
Music Association, 1950). 
22 A number of reviews (especially those in national publications) highlighted the criticism that Coke’s music was 
outmoded.  One of many examples is this review in The Times, shortly after Coke’s appearance with Jan Sedivka and 
Sela Trau at London’s Wigmore Hall: ‘Though a comparatively young man of 43, Coke has little use for modern 
experimentation…  Some intensive study of Bartok and post-1914 Stravinsky would do him no harm.’ ("Wigmore 
Hall: Music by R. S. Coke", The Times (London), 3 January 1956. 
23 David Graham, "And who, pray, is Roger Sacheverel [sic.] Coke?", Laurels 1, no. 1 (1972): 20. 
24 Coke gave a signed copy of the score of his Twenty-Four Preludes to ‘Mr Aprahamian’ in 1969, so one might 
assume they were in contact.  The author is in possession of this score. 
25 Griselda Brook, "Memories of Roger Sacheverell Coke", interview by Simon Callaghan, 7 September 2016. 
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appears to have neither been more than passingly influenced by, nor exerted an 
influence on, the British music scene during his working life. 
When he was working well, Coke would prepare scores (sometimes publishing 
them at his own expense) and send them to musicians, conductors and concert 
organisers in order to promote his music.  The central pages of one of his albums held 
in the Coke-Steel Archive at Chesterfield Library show not only someone who was 
making a huge effort to disseminate his works, but someone gripped by a compulsion 
to do so.  The legible sections of the spread (of which a portion is shown below) offer a 
snapshot of his promotional activities: 
 
‘Alan Morton has 2nd cello sonata’ 
‘Ernest Newman [was] sent Symphonic Poems (4 in all) (Lotos Eaters, Opera 
Prelude, Elegiac Ballade)’ 
‘5 Preludes for Moiseiwitsch (book 2) + 2 copies Orton Concerto […] reduction’ 
‘John Macnamara has ORTINA TRIO score’ 
‘Lilian Niblette has Variations (Opus 37)’ 
‘Harry Isaacs has 1st viola sonata score’ 
‘Eric Bloor sent 1st Vocal Concerto & Opera Prelude, also Lotos [Eaters]’ 
‘[Thomas] Beecham’ sent 1) Opera Prelude, 2) Lotos [Eaters] and 3) Ballade 
scores 
‘Madame Rach. [maninoff?] sent 6th Concerto full score (final 14 bars)’ 
‘Alan Bush has Opus 37 Variations’ 
‘Eileen Joyce, [?], Moiseiwitsch, each have 3 preludes from Book 2 - E♭ major, 
E♭ minor, G♯ minor’ 
‘Kreisler has (NY) 1st Violin Sonata’ 
‘Kapper [?] has 6 Burns Songs’ 
‘Harry Isaacs has Opus 37 Variations’ 
‘Kapper & B. [arbara] Welby (each) have Scene 1 Act 2 Opera (complete) (piano)’ 
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Figure 2: A page from Coke's press cutting album26 
 
 
The combination of a wealthy background and a first-class education could 
arguably constitute ideal circumstances for a budding composer-pianist.  Coke’s 
background exposed him to important artistic circles, with authors Agatha Christie 
(1890-1976) and Anthony Burgess (1917-93) citing him in their work.27 
A comparable example is Arnold Bax (1883-1953), with whom Coke was in 
contact and greatly respected (dedicating his Third Symphonic Poem opus 53 
(1943/50) to Bax), and who himself was born into a wealthy Victorian family of private 
means.  One cannot help but draw comparisons too with Benjamin Britten – Coke’s 
almost exact contemporary, who was conservatoire-educated (Royal College of Music) 
and whose connections were pivotal in making him one of the most successful British 
composers of the time.  Britten’s teachers included John Ireland (1879-1962), Ralph 
Vaughan Williams (1872-1958), Arthur Benjamin (1893-1960) and later Frank Bridge 
(1879-1941), all high-flyers, and all perfectly situated to give the young Britten a step 
 
26 Held at the Coke-Steel Archive, Chesterfield Library. 
27 In forming the character Vernon in her 1930 novel, Giant’s Bread, Agatha Christie ‘to a certain extent relied on 
the personality of Roger Sacheverell Coke, seventeen-year old pianist and composer, whose parents were friends of 
her sister’. (Nadezhda Vladimirova Tusina, "The Image of Music in the Lyric-Psychological Novel by Agatha Christie", 
Herald of the Northern (Arctic) Federal University., no. 1 (2015), https://cyberleninka.ru/article/n/obraz-muzyki-v-
liriko-psihologicheskom-romane-agaty-kristi.)  Anthony Burgess refers to Coke in his first full-length novel, A Vision 
of Battlements (Anthony Burgess, A Vision of Battlements (Sidgwick and Jackson, 1965), 212). 
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up on the musical ladder.  Coke and Britten never met, but Coke certainly knew his 
music; as Clive Jones recalled, ‘he did not like Britten’s music but it was never through 
envy of his success’.28  That Coke’s music bore no similarity to that of his contemporary 
was certainly no coincidence, therefore, and Coke’s relative isolation from British 
musical trends of the epoch will become increasingly apparent as this thesis 
progresses. 
Coke’s twenty-first birthday present from his mother (Dorothy May Coke, 1880-
1957) was a further significant contributor to the creation of the ideal working 
environment: 
 
… a very handsome music room.  It is panelled with special wood, and 
illuminated by means of artistic circular and other windows.  The floor is 
stained and carpeted.  At one end of the room is a huge Steinway piano, said to 
have cost £600,29 and several stands containing collections of music by the 
most famous composers.  A spacious gallery has been erected to accommodate 
an orchestra…30 
 
Coke was to spend many hours in this room, which had ‘only things to do with 
work, no decorations at all.  Stacks of music, manuscript paper, at least one record 
player of some kind or other… everything in that room was to do with making music, 
writing music, playing music…’31 
Performances of Coke’s early opuses in the years shortly after leaving Eton 
showed great promise, not least his First Piano Concerto in C minor (1931), Tatler 
magazine predicting that ‘I think it more than probable that we shall hear more of this 
young man before another eight or ten years have passed’.32  The Western Daily Press 
observed at the official premiere of the Concerto at the Bath Pump Room on 26 
October 1932 that: 
 
It is the achievement of a young composer who has evidently heard and 
assimilated much music, but although it bears a kinship with Rachmaninoff’s C 
 
28 Clive Jones, "Roger Sacheverell Coke 1912 - 1972," Derbyshire Life and Countryside (n.d.). 
29 £600 in 1933 equates to approximately £42,500 in 2019. (Calculation completed at 
http://www.in2013dollars.com/UK-inflation on 12 March 2019). 
30 "Converted Stables", Nottingham Evening News (Nottingham), 17 February 1934. 
31 Brook, "Memories of Roger Sacheverell Coke". 
32 Olivia Maitland-Davidson, "The Letters of Eve", Tatler, 9 November 1931. 
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minor Concerto, it cannot be said that it is a derivative work.  The opening 
subject of the first movement, one of those gloomy, impassioned tunes that 
Rachmaninoff or Tchaikovsky might have thought of proclaims its source of 
inspiration at once, so, too, do the gentler second subjects recall similar tunes 
by those authors, but their treatment is nevertheless very much Mr. 
Sacheverell Coke’s own...’33  
 
Critics drew comparisons between Coke’s music and that of Sergei 
Rachmaninoff (1873-1943) throughout his life, and have continued to do so in 
response to my own performances and recordings.  However, Coke was very clear in 
ruling out straightforward imitation, which may point to a certain degree of insecurity 
and sensitivity to the reception of his music.  He was quoted in the Radio Times in 1939 
as having said, in relation to his own Third Piano Concerto: ‘if one looks for a spiritual 
forebear, one is reminded of Rachmaninov’s First; this, however, does not mean that 
the concerto is at all like anyone else’s, or at all conservative or unadventurous in its 
idiom or procedure’.34  I shall return to the topic of Rachmaninoff’s influence on Coke’s 
concertos in chapter 2. 
Coke’s works for solo piano, especially during this early period, also exhibit the 
influences of Chopin and Schumann, which is unsurprising given his early 
performances of works by these composers at Eton and in Mabel Lander’s class 
concerts.  Coke quotes Chopin in his Prelude in E opus 33 no. 10 (see Figure 3 and 
Figure 4). 
 
Figure 3: Chopin Étude opus 10 no. 10 [1829-32] bars 37-38 
 
 
 
 
33 L.R.B., "New Concerto by Mr Sacheverell Coke.  First Complete Performance at Bath", Western Daily Press 
(Bristol), 27 October 1932, 3. 
34 "The Bournemouth Municipal Orchestra", Listing, Radio Times, 28 July 1939. 
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Figure 4: Coke Prelude opus 33 no. 10 [1938] bars 19-22 
 
(Score page 25, CD1: T10 00.23) 
 
Other notable works dating from this early period include the Second Piano 
Concerto in E minor opus 2 (dedicated to Mabel Lander), numerous songs, works for 
solo piano, chamber music, and the First Symphony in E minor opus 13 which, 
according to Coke’s own works list, was broadcast by the BBC and garnered 
encouraging reviews.  At the age of just 22, Coke was already enjoying a degree of 
success reaching beyond his local area.  Coke was extremely aware of reviews (positive 
and negative) of his music, and collected and annotated a large number of reviews in 
two albums.35  This must have given him a degree of self-consciousness around 
composing in the years that followed.  This self-consciousness may not have been a 
bad thing, as it provided Coke with valuable feedback from many knowledgeable 
sources, to some extent compensating for the apparent lack of a conservatoire 
education.  Furthermore, Coke’s deteriorating social skills in his early 20s, as reported 
by his family, may have meant that although he performed regularly with other 
musicians, his interactions may have been limited, so this was a more convenient way 
for him to gauge reactions.   
 
35 These albums are preserved in the Coke-Steel Archive at Chesterfield Library in Derbyshire. 
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However, some of the less favourable reviews must have had a negative impact 
on the sensitive composer.  In 1938 Coke destroyed all his early period works, deeming 
them ‘unworthy of his more mature style’.36  This appears to have been lamented by 
many who had been following his development, a journalist in the Sheffield Telegraph 
in 1938 saying that ‘the [first] symphony, which took him eight months to compose… 
was a triumph’.37 
This destruction of a significant body of work marked a turning point in Coke’s 
journey as a composer, and the start of a period in which he was to compose some of 
his most successful works.  From a positive perspective, one might see the years 
following this rejection of his early music as Coke’s ‘golden period’; on closer 
inspection, however, one will unearth a deeply troubled individual who was shaped by 
numerous influences, internal and external. 
Despite his youth, in the mid-1930s Coke was coming to the end of a short but 
prolific period of composition which had produced approximately twenty opuses, and 
in which he had given many performances of his own works and had accumulated a 
huge body of feedback.  The Performance List (Appendix 4) includes all the information 
currently available of concerts featuring Coke’s music, the assembly of which was 
enlightening and informative throughout my research.  
 
36 "Derbyshire Composer’s Sacrifice: Not Satisfied, Destroys Three Years’ Work", Sheffield Telegraph (Sheffield), 11 
October 1938. 
37 Ibid. 
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2 A Period of Change 1938-41 
 
The notes… become symbols of his own natural language, expressing 
effectively, spontaneously and in undiluted purity the emotion latent within 
him.  This is the origin of that intensity and expressive power, that urgent, 
intimate eloquence of tender emotion, that savage turmoil of vehement 
passion, that rich store of multifarious images, that subtle shading of emotion, 
that strange, often dreamlike juxtaposition of widely differing things, that note 
exactly suited to each emotion, and everything else that inspiration brings out 
in the artist.38 
 
This nineteenth century analysis by German musical lexicographer Gustav 
Schilling (1805-80) of the creative process and its role in reflecting the emotional world 
of the creator reads nearly two hundred years later as a most persuasive description of 
what was happening to Coke – both personally and professionally – during one of the 
most turbulent points in his life.  The years 1938-41, the focal period of this central 
chapter, provide the richest examples to support my argument that Coke’s personal 
circumstances exerted a significant influence on his creative output.  This tumultuous 
and yet hugely productive period of Coke’s compositional career suggests a parallel 
with Schumann; possibly one among several Romantic influences on Coke’s 
composition, Schumann also experienced  similar ‘cyclical swings from depression to 
profound elation and creativity’ and appears to have written some of his most well-
known works during periods of mental instability.39 
1938 saw the composition of several of Coke’s most popular works, arguably 
his finest across several genres.  Additionally, he gave at least several dozen concerts – 
of his own music and others – during this and the subsequent three years, in Bath, 
Derby, Manchester, Nottingham, Torquay and multiple times at Brookhill Hall.  He also 
collaborated many times with his favourite musical partners, cellist Alan Morton 
(1915-99), soprano Barbara Welby and pianist Charles Lynch, to whom he dedicated 
his Second Piano Sonata and Third Piano Concerto.40  Arnold Bax described Lynch as 
 
38 Gustav Schilling, Encyclopädie der gesammten musikalischen Wissenschaften (1834-38), cited in Peter Le Huray 
and James Day, Music and Aesthetics in the Eighteenth and Early Nineteenth Centuries, Abridged ed. (Cambridge: 
Cambridge University Press, 1988), 318. 
39 John O'Shea, "Robert Schumann," in Music & Medicine: Medical Profiles of Great Composers (London: J. M. Dent 
& Sons Ltd., 1990), 129. 
40 Please refer to page 147 for more information on Coke’s musical collaborators. 
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‘Ireland’s most imaginative pianist’41 and dedicated his Fourth Piano Sonata, GP318 
(1932) to him, while ‘Rachmaninoff, who never willingly taught anyone, coached him 
in his Second Sonata before Charles gave its first English performance’ in Sheffield in 
1936.42  Lynch may have been the person who introduced Rachmaninoff and Coke.  
Rachmaninoff himself was in the UK performing in March 193643 and the Sheffield 
Telegraph reported that ‘Roger Sacheverell Coke… had a lengthy interview with Sergei 
Rachmaninoff last week’.44 
Sadly most of the strong evidence for the friendship between the two 
composers (particularly letters) has been lost, although the Western Daily Press 
reported in 1935 that ‘Recently at Lucerne Mr Coke had an interview with Sergei 
Rachmaninov’,45 and Clive Jones – another friend of the composer and a local music 
society organiser – quotes an encouraging letter from Rachmaninoff in Switzerland in a 
letter dated 25 March 1936: ‘I have looked through your song you sent me with much 
interest and would like to tell you I notice a definite advance in your work’.46  Given 
the proximity of Brookhill Hall to Derby (approximately 18 miles), it is reasonable to 
assume that Coke may also have been in attendance when Rachmaninoff gave a recital 
there in 1937.47 
The provincial success Coke experienced in his early twenties must have 
spurred him on in his endeavours to grow as a composer and to extend his reach.  
Simultaneously, however, his mental foundations were crumbling and – according to 
his family – Coke experienced a marked deterioration in his late twenties, as 
depression and some of the early symptoms of possible schizophrenia began to set in.   
As Griselda Brook laments, ‘the great sadness is that very early on in his career 
he started to show signs of the mental illness which was to blight the rest of his life’.48  
Equally forlorn was Coke’s (most likely unrequited) love for his friend Ralf Allsebrook 
(1920-43), whose text he set to music in 1939 (November Afternoon opus 31).  At a 
 
41 Lewis Foreman, Bax: A Composer and his Times (Woodbridge, UK: Boydell Press, 2007), 381. 
42 Charles Acton, "Death of Charles Lynch in Cork at 77", The Irish Times, 17 September 1984, 6. 
43 "Rachmaninoff Performance Diary", 2016, accessed 20 September 2018, 
http://www.rachmaninoff.scottdavie.com.au/category/diary-entry/piano-recital/. 
44 "Derbyshire’s Squire-Composer", Sheffield Telegraph, March 1936. 
45 "Clifton Arts Club" ,Western Daily Press (Bristol), 4 October 1935, 4. 
46 Jones, "Roger Sacheverell Coke 1912 - 1972". 
47 Rachmaninoff performed in Derby on 11 March 1937 ahead of his London performance on 13 March and a 
subsequent UK tour. ("Rachmaninoff Performance Diary".) 
48 Brook, Roger George Sacheverell Coke 1912-1972, 1. 
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time when homosexuality was illegal, this only compounded the strength of the forces 
surrounding Coke, pushing him – and in turn his music – along new paths.49  Griselda 
Brook again: ‘he was… most of his life desperately lonely… it was much worse for him 
because of his illness’.50 
The evolution of Coke’s musical style during this crucial time can be observed 
as a very gradual process, from the hints offered in the works dating from 1938 and 
1939 to the more dramatic shifts in 1940 and 1941.  However, the development was 
not as straightforward as a study of the piano concertos alone suggests, although they 
do provide evidence and material for observation.  Other important works composed 
in and around this period show a composer plagued by indecision, and one can already 
observe, as early as 1936, characteristics that might point to Coke’s more troubled 
later period.   
My work has taken me through the whole gamut of Coke’s musical outpouring 
and this central chapter (‘A Period of Change’) will illustrate the complex journey of 
the composer, offering insights into the influences on his writing and showing the 
inexorable connection between the knowledge of the man and the ability to prepare 
an authentic, informed performance of his music.  Coke’s situation certainly rings true 
with the citation from Gustav Schilling at the head of this chapter, and Steven 
Huebner’s assertion that music is seen as ‘a more direct conduit to the inner recesses 
of the creator than the written word’.51 
 
2.1 The Third and Fourth Piano Concertos 
Coke’s Third Piano Concerto in E flat opus 30 was premiered alongside works 
by Wagner (1813-83), Bizet (1838-75) and Sibelius (1865-1957) by the Bournemouth 
Municipal Orchestra52 under their chief conductor Richard Austin (1903-89)  at the 
 
49 The Sexual Offences Act 1967 ‘provided limited decriminalisation of homosexual acts’.  (Victor Asal, Udi Sommer, 
and Paul G Harwood, "Original Sin: A Cross-National Study of the Legality of Homosexual Acts", Comparative 
Political Studies 46, no. 3 (2013): 3.) 
50 Brook, "Memories of Roger Sacheverell Coke". 
51 Steven Huebner, "Maurice Ravel: Private Life, Public Works", in Musical Biography: Towards New Paradigms, ed. 
Jolanta T Pekacz (London: Routledge, 2006), 72. 
52 The Bournemouth Municipal Orchestra became the Bournemouth Symphony Orchestra in April 1954 and held an 
inaugural concert on 7 October of the same year, conducted by Sir Thomas Beecham and Sir Charles Groves. 
("Bournemouth Orchestra Saved.  Council Approves Interim Step", Birmingham Daily Post (Birmingham), 5 May 
1954, 1.) 
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Bournemouth Pavilion on 3 August 1939.53  The composer’s friend Charles Lynch was 
at the piano and another significant personality in Coke’s circle, Eugene Goossens 
(1893-1962), produced the concert for the BBC’s national programme, a broadcast 
which sadly was not preserved. 
In 1966, Coke described this work as one of his finest: ‘although I wrote this 
piece way back in 1938 I still think it is my best’ (see Figure 5).  Reviews across the 
national and provincial press, however, were mixed, one critic hailing the ‘vivid and 
dramatic passages… stamped with originality and variety throughout’,54 while another 
drew yet another comparison with Rachmaninoff before delivering a negative critique: 
‘though the composer has evidently sat at the feet of Rachmaninow [sic.] this does not 
detract from many evidences of an original mind… a succession of hesitations, with 
well-worn pieces of musical material re-trodden until they are veritably threadbare… 
Disjointed matter and over-repetition again run rife’.55 
 
Figure 5: Article: “Squire’s Concerto” (source unknown)56 
 
 
Coke’s lifelong admiration of Rachmaninoff is indisputable and an 
understanding of the Russian composer’s idiom is essential to even begin to penetrate 
the musical world of Coke’s œuvre.  Coke wrote numerous articles about 
Rachmaninoff’s music, encouraged performances of his works at a time when 
Rachmaninoff was far from in favour in the British Isles, and may have met the 
composer several times, dedicating his own Second Symphony to him.  Furthermore, 
 
53 "The Bournemouth Municipal Orchestra", 51.  For further information, see Appendix 4 on page 147. 
54 "New Work by Derbyshire Composer Broadcast", Review, Nottingham Journal (Nottingham), 4 August 1939, 3. 
55 "Review: Coke Piano Concerto No.3", Bournemouth Echo (Bournemouth), 5 August 1939. 
56 Article held at the Coke-Steel Archive, Chesterfield Library. 
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Coke may have felt an affinity with his Russian colleague after the near-total rejection 
of Rachmaninoff’s own music in Britain in the first part of the twentieth century, in 
spite of the critical acclaim in the United States of America, where he made his home 
following the Russian Revolution in 1917.  
The 1954 Grove’s Dictionary of Music and Musicians entry dismissing 
Rachmaninoff’s music as ‘artificial and gushing tunes, accompanied by a variety of 
figures derived from arpeggios’ has been repeatedly quoted.57  For further context on 
the reception of Rachmaninoff’s music in the middle of the twentieth century, one 
might look to Arthur Hutchings’ introduction to the reprint edition of Music Ho! by 
Constant Lambert (1905-51), in which he recalls: 
  
It is easy to be understood by the young of today [1965!] as I relate how my 
young companions deserted the promenade for the coffee bar during a 
Rachmaninoff concerto or Elgar symphony, and gave rapt attention to any trifle 
by Berners, Milhaud or Stravinsky; it is less easy to be understood for regarding 
Lambert as the champion of their generation, since as a composer he is now 
only remembered by a few works…58 
  
Hutchings is discussing Henry Wood’s promotion of new music at the Proms in 
the 1920s and 1930s, and sheds an interesting light on how Rachmaninoff – and, 
therefore, others like him – were viewed by the ‘intelligentsia’ of the day, and with 
which composers they preferred to spend their time. 
As a fervent collector of reviews, we know that Coke was aware of the constant 
assessment of his music in relation to Rachmaninoff’s, and this must have been in his 
mind while producing new compositions.  Considering the only moderate level of 
success his music had achieved thus far, it is safe to assume that his new compositions 
would strive to distance themselves from similarly dismissive comparisons. 
Of course, music criticism is littered with similar scenarios of young composers 
being overshadowed by their great forebears – often without discernible reason – and, 
arguably, dismissed through quick observations carried out without enough knowledge 
 
57 Rosa Newmarch, "Sergey Vassilievich Rakhmaninov", in Grove’s Dictionary of Music and Musicians, ed. Eric Blom 
(New York: St. Martin's Press, 1954), 27. 
58 Constant Lambert, Music Ho! A Study of Music in Decline. With an Introduction by Arthur Hutchings (Faber, 1966), 
32. 
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of the composer’s work.  The music of Sir William Sterndale Bennett (1816-75, 
dedicatee of Schumann’s Études Symphoniques opus 13) and Jean-Louis Nicodé (1853-
1919) has doubtless suffered in reception from repeated comparison with their 
‘seniors’ Felix Mendelssohn (1809-47) and Robert Schumann (1810-56) respectively, 
while Brahms (1833-97), in the shadow of Beethoven (1770-1827), provides the most 
famous example of an anxious young composer feeling the burden of his older 
colleague’s influence.  As conductor Thomas Kemp illustrated in his lecture at Gresham 
College in 2007, ‘Brahms was deliberately writing music that was very much linked to a 
much earlier tradition of music making’59  and this appears to have been Coke’s aim 
too: for all the other influences that are discernible in his music, the respect for the 
tradition – particularly of the Russian and German Schools – is always apparent. 
The assimilation of several features of Rachmaninoff’s music is undeniable in 
much of Coke’s output.  Coke owned scores of all five Rachmaninoff works for piano 
and orchestra among other pieces, and seems to have learnt both the second and 
third concertos and the Rhapsody on a Theme of Paganini; the Third Concerto is the 
most heavily annotated, along with a note in Coke’s hand of which pianists had so far 
performed the work.60 
Let us consider some of Rachmaninoff’s own musical trademarks, summarised 
skilfully in Glen Carruthers’ analysis of the opening of the First Piano Concerto in F 
sharp minor opus 1 (1891): 
 
A dotted rhythmic fanfare… ignites a flourish in solo piano… that is similar… to 
the opening of Schumann’s and Grieg’s piano concertos… one of 
Rachmaninov’s most characteristic gestures: great leaps, alternating octaves 
with chords and sounding like a massive bell… This figure is prominent in 
Rachmaninov’s two most popular works, the Prelude op.3 no.2 and Second 
Piano Concerto op.18, but there are countless other examples, including the 
ending of the Second Piano Sonata op.36.61 
 
All these features are manifest in Coke’s composition.  Comparing the piano 
concertos of both composers reveals obvious similarities in the movement headings: 
 
59 Thomas Kemp, "Brahms the Progressive; Schumann the Visionary" (Gresham College, 23 April 2007). 
60 Coke’s music collection is held at the Coke-Steel Archive, Chesterfield Library, Derbyshire. 
61 Glen Carruthers, "The (Re)Appraisal of Rachmaninov's Music: Contradictions and Fallacies," The Musical Times, 
no. 1896 (October 2006): 44. 
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Coke Rachmaninoff 
Third Concerto I. Moderato maestoso Second Concerto I. Moderato 
Third Concerto II. Adagio sostenuto Second Concerto II. Adagio sostenuto 
Fourth Concerto II. Intermezzo. Andante Third Concerto II. Intermezzo.  Adagio 
 
The dialogue between the piano and orchestra at the opening of Coke’s Third Concerto 
(score page 1, bars 1-11) also brings to mind the corresponding passage in 
Rachmaninoff’s First (bars 1-15).  Both pieces have a short orchestral introduction 
before the piano enters in an assertive manner, each foregrounding the piano playing 
double octave triplets.  A similarly virtuosic passage occurs in the cadenza of the third 
movement of Coke’s Third Piano Concerto (score page 79, bar 198 onwards).  Double 
octaves are again at the forefront, and the passage beginning at bar 205 mirrors 
Rachmaninoff not only at bar 9 of his First Piano Concerto but also in several other 
works.  The orchestration62 and virtuoso techniques deployed in Coke’s Concertos are 
very close to Rachmaninoff’s throughout.  
Perhaps most remarkably, there are some near-quotations of Rachmaninoff.  
The link in mood and gesture between the examples from Coke’s Third Concerto given 
in Figure 7 and Figure 9, and that of Rachmaninoff’s Second Piano Concerto (1901) in 
Figure 6 and Figure 8 cannot be ignored.  It is unavoidable therefore, that the 
triumphant, epically Russian flavour (Coke himself describes his theme as ‘Russian’63) 
of Rachmaninoff’s music will permeate any performance of Coke’s concerto. 
 
 
62 The orchestration of Coke’s third and fourth concertos is identical to that of the second and third by 
Rachmaninoff, save for the addition of some percussion instruments in both Coke works, and a contrabassoon in his 
Fourth Concerto.  See the works list on page 118 for full information. 
63 Roger Sacheverell Coke, Programme Note: Concerto (No. 3) for Pianoforte and Orchestra, 3 August 1939. 
  
28 
Figure 6: Rachmaninoff Second Piano Concerto opus 18 [1901] third movement, bars 162-68 
 
 
Figure 7: Coke Third Piano Concerto opus 30 [1938] third movement, bars 256-59 
 
(Score page 84, CD2: T3 08:04) 
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Figure 8: Rachmaninoff Second Piano Concerto opus 18 [1901] third movement, bars 431-40 
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Figure 9: Coke Third Piano Concerto opus 30 [1938] third movement, bars 332-41 
 
(Score page 96, CD2: T3 09:48) 
 
In the same year (1938), Coke wrote another near-quotation of Rachmaninoff 
in his Second Cello Sonata opus 29, illustrated in Figure 10 and Figure 11.  Although 
Coke repeats the rhythm of the first bar in the second, the rhythmic and melodic 
structure of this thematic material is too close to be coincidental. 
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Figure 10: Coke Second Cello Sonata opus 29 [1938] third movement, bars 53-59 
 
(Score page 71, CD3: T7 01:10) 
 
Figure 11: Rachmaninoff Fourth Piano Concerto opus 40 [1926] first movement, bars 13-17 
 
 
What might one take from this ubiquitous Rachmaninoff influence?  Coke was 
not the first composer – and will not be the last – to draw influence from the Russian 
master.  Max Harrison offers some guidance regarding Rachmaninoff’s influence 
outside Russia: 
 
Going further afield, surely Bax’s substantial one-movement Piano Sonata No. 
1, composed in the Ukraine during 1910, reveals the effect of Rachmaninoff’s 
example at the start of the recapitulation and in the coda.  And in the case of 
Stanford’s Piano Concerto No. 2 in C minor of 1915 the influence of 
Rachmaninoff’s Concerto No. 2 is plain.64 
 
Stanford certainly passed this influence to his student Herbert Howells (1892-
1983) who also wrote a Piano Concerto in C minor opus 4 in 1913, of which Jonathan 
Clinch wrote that ‘the most significant foreign influences are those of Rachmaninoff 
and Debussy.  So much of Howell’s pianism stems from the example of Rachmaninoff, 
 
64 Max Harrison, Rachmaninoff: life, works, recordings (London: Bloomsbury Publishing, 2006), 170.  Stanford’s 
Second Piano Concerto in C minor opus 126 was composed in 1911 and subsequently published in 1915. 
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and Howells even played Rachmaninoff’s Prelude in C# minor for his Royal Academy of 
Music audition.’65 
The Rachmaninoff ‘flavour’ Harrison sensed in Bax’s First Piano Sonata (1910, 
revised 1917-20) spins another useful thread in the web of Coke’s musical background, 
while further investigations point to a significant number of other British composers 
whose music owed a certain debt to the Russian master.  Nicolas Slonimsky describes 
the Piano Concerto opus 58 (1939) by Arthur Bliss (1891-1975) as ‘Lisztomorphic in its 
sonorous virtuosity, Chopinoid in its chromatic lyricism, and Rachmaninovistic in its 
chordal expansiveness’.66    Finally, one cannot avoid mentioning Edwin York Bowen 
(1884-1961), described by Sorabji as ‘…the one English composer whose work can 
justly be said to be that of a great Master of the instrument, as Rachmaninoff was or as 
Medtner still is’ and known by many as ‘The English Rachmaninoff’.67 
Coke’s relative isolation meant that his interaction with other composers was, 
as discussed, limited.  However, this group of composers drawing inspiration from 
Rachmaninoff might be helpful in situating him among his true peers.  Branching out 
even further, Coke’s life-long love of cinema may offer further insight into his sphere 
of artistic influence. 
 The 1940s saw a particular interest in using Romantic piano concertos in films. 
The Great Lie (1941) uses the First Piano Concerto in B flat minor opus 23 (1874) by 
Tchaikovsky (1840-93) to great effect; the Warsaw Concerto (1941) by Richard 
Addinsell (1904-77) was unapologetically composed to sound like Rachmaninoff’s 
Second Piano Concerto opus 18, while The Dream of Olwen, composed by Charles 
Williams (1893-1978) for the 1947 film While I Live, exists in a similar vein.68  
Furthermore, Coke himself may have written film music, the Nottingham Journal 
reporting in 1943 that: 
 
 
65 Jonathan Clinch, "'Tunes all the way'?  Romantic Modernism and the Piano Concertos of Herbert Howells", in The 
Music of Herbert Howells, ed. Philip A. Cooke and David Nicholas Maw (Boydell Press, 2013), 173. 
66 N. Slonimsky, Music Since 1900, 3rd ed. (University of Minnesota, 1949), 472. 
67 Many sources refer to York Bowen as ‘The English Rachmaninoff’ but the origin of this label is not known.  One 
example is Glen Ballard’s 2009 article, Glen Ballard, "The English Rachmaninoff: Edwin York Bowen", The Flutist 
Quarterly 34, no. 3 (2009). 
68 Rachmaninoff’s music too has been used in films, not least his Second Piano Concerto opus 18, of which Eileen 
Joyce’s performance was famously heard in Brief Encounter (1945).  Eileen Joyce was the dedicatee of Coke’s Fourth 
Piano Concerto opus 38 (1940). 
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Cinemagoers will next year probably see films for which the incidental music 
has been composed by Roger S. Coke, of Brookhill, Pinxton.  Recently Mr. Muir 
Matheson, who has been responsible for the direction of much film music, 
heard a recording of one of Mr. Coke’s concertos and as a result requested the 
young musician to write incidental music on a romantic theme.69 
 
Coke’s concertos are done more justice when seen in the context of British 
composers like Addinsell and Williams, who shared with Coke both an influence from 
Rachmaninoff and a leaning towards the world of cinematic music, than positioned 
against other contemporary British composers with whom he had no affinity 
whatsoever such as Britten and Tippett.  The recognition of the extra cinematic 
component in Coke’s musical make-up has certainly had an influence on my 
understanding and performance of his music.  For two among numerous examples, 
look at the recurring, ominous brass motif in the first movement of the Fourth 
Concerto, or the triumphant orchestral tutti in the third movement (Figure 12 and 
Figure 13).  I would argue that Coke, far from falling short, displayed no little 
compositional skill in his ability to deploy a convincing ‘Rachmaninoff effect’, drawing 
in both the lighter, more populist, somewhat cinematic style, and merge it with a 
much more ‘high-brow’, classicist approach.  I have tried to view his music from these 
perspectives in my preparation of his works for recording and performance. 
 
Figure 12: Coke Fourth Piano Concerto opus 38 [1940] first movement, bars 154-58 
 
(Score page 20, CD2: T4 05:50) 
 
 
 
 
69 "Roger Coke’s New Theme", Nottingham Journal (Nottingham) 1943, 2. 
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Figure 13: Coke Fourth Piano Concerto opus 38 [1940] third movement, bars 101-04 
 
(Score page 76, CD2: T6 03:19) 
The prevailing unison string writing is perhaps more extended in Coke’s works 
because he was writing primarily for his own Brookhill Symphony Orchestra which was 
made up of local musicians, only a handful of whom were professional.  During my 
rehearsals with Martyn Brabbins and the BBC Scottish Symphony Orchestra, the string 
section worked hard to create a warm sound in these passages, observing a lack of 
depth in sonority stemming from Coke’s tendency to have the first and second violins 
and violas playing the same line. (There are many examples of this in the first 
movement of the Third Concerto.)  Indeed, aside from a handful of performances with 
the Bournemouth Municipal Orchestra, for which Coke presumably paid, the 
orchestral forces available to him – combined with his overall lack of training – do not 
appear to have enabled him to achieve any skill in orchestral writing. 
Coke’s bowing instructions are also interesting, and my typesetting of the 
scores for the recording with the BBC Scottish Symphony Orchestra gave me the 
privilege of studying all these details at ground level, learning a good deal about the 
composer in the process.  For example, at bar 7 in the second movement of the Fourth 
Piano Concerto (score page 46), Coke indicates ‘sul G’ (on the G string) for the violins 
over four notes (two of which could not be played on any other string).  The leader of 
the orchestra pointed out that almost all of these instructions and some very obvious 
bowing indications – while in a number of cases showing Coke’s understanding of 
colour – are quite often redundant and that professional players would find the music 
very approachable without any help on how to technically execute the notes.  My 
performing editions of the three concertos retain all of Coke’s bowings, but in our 
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rehearsals for the recording, some of them were changed to give a more professional 
sound to the performance.   
Rachmaninoff’s influence notwithstanding, there were several other sources of 
inspiration for Coke.  Arnold Bax was seen by Coke himself as one of his greatest 
influences, stating in The Gramophone in 1956 that ‘I know many pages in my own 
work of the last 15 years that would be quite different had I known no Bax’.70  He also 
informs readers that Rachmaninoff himself considered Bax ‘the greatest composer we 
here in England have had for a very long time’.71  Lewis Foreman quotes a letter from 
Arnold Bax to Harriet Cohen in his Bax biography, which may be referring to Coke: ‘A 
young composer friend of his [Charles Lynch’s] knows Rachmaninoff very well, and R 
said to him “I wish you could have lessons with Arnold Bax.  He is the greatest living 
composer.”’72  Coke’s music collection includes many works by Bax, encompassing his 
chamber, orchestral and solo piano music. 
In much the same way that Coke appears to quote Rachmaninoff in a number 
of his works, there is a striking similarity between the melodic line at the opening of 
Coke’s Third Piano Concerto and the first clarinet entry in Bax’s Clarinet Sonata, which 
was completed in 1934, just four years before Coke’s Concerto (see Figure 14 and 
Figure 15). 
One feels in all these near-quotations that Coke is offering a clue to 
interpreters of his music, introducing them to the musical world in which he resided – 
thus the foundations which generated his compositional style – and I have found it 
advantageous when preparing Coke’s music to familiarise myself with the œuvre of 
those who exerted an influence on him.  After all, there is almost no performance 
history of Coke’s music, which can make approaching his works somewhat daunting.  
This (possibly unconscious) allusion to other more familiar composers provides the 
performer with a point of reference in forming an interpretation and makes the task 
more accessible. 
 
 
70 Roger Sacheverell Coke, "The Influence of Bax", Letter, The Gramophone, January 1956, 340. 
71 Ibid. 
72 Letter from Arnold Bax to Harriet Cohen, n.d. [October 1936], British Library, Harriet Cohen Papers, Deposit 
1999/10, cited in Foreman, Bax: A Composer and his Times, 339. 
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Figure 14: Bax Clarinet Sonata [1934] first movement, bars 1-3 
 
 
Figure 15: Coke Third Piano Concerto opus 30 [1938] first movement, bars 1-2 
 
(Score page 1, CD2: T1) 
 
Further light is shed on Coke’s compositional life by the talks he gave 
throughout his life to provincial gramophone societies on Chopin, Rachmaninoff, 
Scriabin (1871-1915), Bax and composers he felt were neglected, among them Anton 
Bruckner (1824-96) and Gustav Mahler (1860-1911).73  Works by both these 
composers were showcased in concerts at Brookhill, and must certainly have 
influenced Coke’s orchestral writing.  Information about these talks and performances 
can be found in the Performance List (Appendix 4, page 146). 
The Fourth Piano Concerto in C sharp minor opus 38 (1941) exhibits a 
significant shift away from the soundworld of its predecessor, and marks a turning 
point in Coke’s music.  Coke himself saw the work as a departure from the style of the 
Third Piano Concerto, describing it as ‘far more complex and difficult, but at the same 
time, more personal, and perhaps less genial, in its expression’.74  Reviews of my own 
2017 recording have pointed out the darker atmosphere of the work: ‘tortured and 
relentlessly grim’ were the words used by critic Jeremy Nicholas.75  The use of the 
word ‘personal’ in Coke’s programme note is particularly poignant, and may support 
my assertion that his music darkened in line with his own personal circumstances. 
 
73 See Appendix 4: Performances of Coke’s Music 1929-2019 for more information. 
74 Roger Sacheverell Coke, Programme Note: Piano Concerto No. 4 in C sharp minor, Op. 38, November 1941. 
75 "Coke: The Romantic Piano Concerto, Vol 73", (Review), Gramophone, 2017, accessed 9 July 2019, 
https://www.gramophone.co.uk/review/coke-the-romantic-piano-concerto-vol-73 (Review). 
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The Fourth Concerto opens with another near-quotation of Rachmaninoff (Figure 16 
and Figure 17), so striking that it brought about laughter at my first rehearsal with the 
BBC Scottish Symphony Orchestra and Martyn Brabbins.  At bar 17 in the same 
movement ( 
 
Figure 18), the rocking motif in the first horn replicates the function of the 
clarinets and bassoons at the opening of Rachmaninoff’s Third Piano Concerto opus 30 
(1909) (Figure 19).  Rachmaninoff was undoubtedly still on Coke’s mind, and the strong 
presence of this canonic work unavoidably colours one’s interpretation and reception 
of Coke’s concerto.  His programme note is peppered with further sombre descriptions 
of the movement including ‘dark-coloured’, ‘deep-hued’ and ‘brooding’ and refers to 
the ‘air of weariness and disillusion’ of the chromatic scale in the piano bass (bar 147), 
to which I will return later.  Moreover, it is important to bear in mind that Coke was 
writing his Fourth Concerto during the Second World War (1939-45), at a time when – 
even for a well-off family – life must have been bleak.  As Griselda Brook recalls, ‘the 
early 1940s, when the war was going very badly, morale was at its lowest and people 
were fearful about the future. Everything about the place – the house, its contents, its 
inhabitants – was rooted in the past. Any remaining servants had long since retired or 
been called up. “Before the War” was a phrase I heard all the time, to describe 
something always better than the present. Everything good, pleasurable or worthwhile 
was lost; there was nothing to look forward to’.76  This environment could certainly 
have been another contributory factor in the melancholic nature of the work. 
 
 
 
 
 
 
 
 
 
76 Brook, Memories of Brookhill, 1. 
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Figure 16: Coke Fourth Piano Concerto opus 38 [1940] first movement, bars 2-3 
(Score page 1, CD2: T4 00:04) 
 
Figure 17: Rachmaninoff Third Piano Concerto opus 30 [1909] first movement, bars 3-4 
 
 
Figure 18: Coke Fourth Piano Concerto opus 38 [1940] first movement, bars 17-18 
 
(Score page 3, CD2: T4 00:49) 
 
Figure 19: Rachmaninoff Third Piano Concerto opus 30 [1909] first movement, bars 1-3 
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Following the introductory section (and discounting the return of the above-
cited thematic material at the recapitulation), the musical language of the Fourth 
Piano Concerto inhabits an entirely different realm.  The music alternates frequently 
between excited, agitated passages and meditative, calm reflection.  The tonality is at 
times very stable – indulgently so, perhaps – and at other times barely detectable.  
Listeners to my own performances have, somewhat ironically, used the word 
‘schizophrenic’ to describe what they have heard.77  Two passages from the first 
movement provide one of many examples.  The passage beginning at bar 189 (Figure 
20) is intensely chromatic, has several changes of tempo and an instruction to hold the 
pedal through several bars of chromatic lines in both hands – which produces a cloud 
of resonance – and has such expressive indications as molto incalzando and con 
passione. 
  
 
77 I am very aware of the two different meanings of the word ‘schizophrenic’, and use it intentionally in several 
places throughout this thesis.  As we now believe Coke may have been diagnosed with schizophrenia, I will talk 
about this in relation to his music.  The use of the adjective ‘schizophrenic’ to denote music which is characterised 
by inconsistent or contradictory elements will always be given in inverted commas to avoid confusion. 
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Figure 20: Coke Fourth Piano Concerto opus 38 [1940] first movement, bars 189-206 
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(Score page 26, CD2: T4 07:18) 
 
There is a lot of detail here, in a very short passage of music.  Immediately 
following this, however (score page 26, bar 197, Pochissimo più mosso), the agitation 
subsides, and a mood of serenity takes over: the harmony settles – at least for three or 
four bars, centred around an E major seventh chord – and has the direction cantando.  
This calm does not last for long, however, before the chromaticism returns and the 
music evaporates with dolce double octaves in the highest register of the piano.  
Coke’s nurse recalled how the composer would frequently alternate between moods 
of complete calm, warmth and kindness and those of agitation, and it is conceivable 
that all the characteristics of the music could be Coke’s own emotional state finding an 
outpouring through his music.78 
 
78 I have explored this observation further in an analysis of my new (2019) recording of Coke’s Twenty-Four 
Preludes opuses 33 and 34.  Please see page 74. 
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On first listening, the music can be very difficult to process – ‘the fevered, 
relentless chromaticism is hard to take’79 – but the esoteric instability becomes 
completely comprehensible when the music is placed alongside a grasp of the 
composer’s circumstances.  The much better-documented Alexander Scriabin has 
received similar criticism; for example, Mark Pullinger’s 2017 review of Peter 
Donohoe’s complete Scriabin sonata cycle sums up the composer in the opening 
paragraph in a way that could equally describe Coke: ‘the Russian pianist-composer's 
route took us from lush romanticism to weird mysticism, often in highly perfumed 
musical language which can be difficult to penetrate’.80 
Scriabin is a composer who frequently comes to mind when working on Coke’s 
music, sharing both an early affinity with Chopin and a later venture into a more 
esoteric style.  Of course, Scriabin’s motivation came from a very different place, as 
Tomás Lia writes: ‘Scriabin could not consider music as pure music, itself having a 
reference.  That seemed absurd to him.  Music had to express something.  This 
conception of Gesamtkunstwerk was based on a merger of philosophy, religion, and 
art, where a transubstantiation would be achieved through music, sound leading to 
ecstasy’.81  Scriabin did not share the same mental afflictions as Coke, but the 
‘imaginary heroes’ who inhabited his world, ‘demiurges, who sometimes needed to 
return to the present time in order to re-establish spiritual harmony and reiterate 
man's manner of existence along his historical path’82 could be seen as analogous to 
the characters who may have been present in Coke’s mind as an effect of his 
schizophrenia. 
While Coke’s progression into his later style may not have had the same 
inspirations as Scriabin’s, the significance of the similarity between the two composers 
cannot be ignored.  Whereas Scriabin’s concerns were more philosophical and 
religious – coming from the outside, one might say – the influences on Coke’s own 
development were more internal.  That said, a large number of Scriabin’s works were 
 
79 "Coke: Preludes and Variations Review – Fevered Chromaticism", The Observer (Review), 2015, accessed 13 June 
2019, https://www.theguardian.com/music/2015/jul/05/coke-preludes-variations-fevered-chromaticism-review-
simon-callaghan-piano. 
80 "A Scriabin Marathon: Peter Donohoe Scales the Complete Piano Sonatas", BachTrack (Review), 2017, accessed 9 
July 2019, https://bachtrack.com/review-scriabin-donohoe-mcburney-milton-court-london-april-2017. 
81 Tomás Lia, "The Mythical Time in Scriabin" (Fifth Congress of the International Association for Semiotic Studies, 
Berkeley, ResearchGate, 1994). 
82 Ibid. 
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present in Coke’s own sheet music collection and the early keyboard works of both 
composers drew significant influence from Chopin, which is another link bringing them 
closer, thus affecting the interpretation of works by both composers. 
The trills and tremolandi in Coke’s Fourth Piano Concerto, the much less stable 
tonal centre, and particularly the texture, conjure colours reminiscent of Scriabin’s The 
Poem of Ecstasy opus 54 (1905-08) (Figure 21 and Figure 22).  While just three years 
earlier Coke had completed his Third Concerto which resided in a traditional, almost 
backward-looking soundworld, his works of this period (especially the Fourth Piano 
Concerto) are generally more angular, include a significantly greater amount of 
dissonance, explore harmonies bordering on atonality and are much more advanced in 
orchestration.  One might look also at Coke’s Preludes opus 34 (1941) for clear 
parallels with Scriabin’s own piano preludes, an example of which can be seen in 
Figure 30 and Figure 31 on page 52. 
Further similarities may be observed with the perfumed, meditative 
soundscapes of Kaikhosru Shapurji Sorabji (1892-1988), whose eremitic life was not 
dissimilar to that of Coke, and who also shares parallels with Scriabin (especially in the 
latter’s final piano sonatas and large-scale orchestral works). 
 
Figure 21: Coke Fourth Piano Concerto opus 38 [1940] first movement, bars 212-13 
 
(Score page 27, CD2: T4 08:35) 
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Figure 22: Scriabin The Poem of Ecstasy opus 54 [1905-08] bars 52-54 
 
 
Coke had a good deal in common with other composers whose working lives 
were blighted by mental problems, perhaps most famously Robert Schumann, whose 
‘mental breakdowns dated from his early twenties’, and whose family had ‘a strong 
history of mental illness’.83  Although born a full century earlier, Schumann’s parallels 
with Coke are striking.  One might look back at Florestan from Schumann’s Carnaval 
opus 9 (1834-35); the pervading passionato (almost agitato mood) is interrupted twice 
by adagio recollections of the first movement from his own earlier Papillons opus 2 
(1829-31).  Schumann does this consciously, and indeed marks ‘(Papillon?)’ above the 
second iteration, although he gives no explicit reason for this reminiscence of his 
earlier work.  The resulting capricious character unsettles the musical flow, however, 
and it is this disruptive musical feature that much of Coke’s music of the early 1940s 
shares.  In the case of performing Schumann’s works, we as pianists take the 
‘schizophrenic’ nature of the musical language almost for granted because of what we 
know about the composer, whereas with Coke – lacking any information to justify the 
composition in many cases – it can be somewhat more difficult to comprehend and 
therefore to interpret in performance.  According to John O’Shea, in the case of 
Schumann, ‘it is possible to see the influence of an unusual state of mind and being on 
his art’.84  This certainly aligns with my own research, which supports the argument 
that the emotional, psychological difficulties Coke experienced exerted a conspicuous 
 
83 O'Shea, "Robert Schumann," 124. 
84 Ibid., 125. 
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influence on his creative output.  Unlike Schumann, however, who ‘documented his 
moods and anxieties with unusual precision and obsessiveness in his diaries’,85 written 
evidence for Coke’s symptoms, diagnosis and treatment has yet to be uncovered, so 
my own research has relied heavily on anecdotal recollections by the composer’s 
family, friends and acquaintances. 
My conversations with Peter Wildsmith, a nurse who looked after Coke at The 
Pastures Hospital in Derbyshire (albeit much later, in the year before the composer’s 
death), shed light on a number of important points about his symptoms and care.86  
Coke may have suffered from schizophrenia as early as the 1930s, and was a 
depressive throughout his adult life, possibly inherited from his mother.  Two of Coke’s 
reported symptoms were ‘Thought Disorder’ and (short-term) memory loss, the latter 
being a likely side effect of electro-convulsive therapy (ECT).87  Listening to and playing 
the Fourth Concerto, one cannot help but draw parallels between the music and the 
symptoms the composer was experiencing: to the uninitiated, Thought Disorder 
intuitively sounds like precisely the state of mind that would produce the fleeting, 
frequently changing character of some of his works during this period, while short-
term memory loss may have made it impossible for Coke to string together a coherent 
musical structure.   
Although the majority – if not all – of his works do follow a traditional form, I 
have shown a number of examples of Coke being distracted from this path.  The 
structure of Coke’s music (or lack thereof) is something that has drawn mildly negative 
reviews of my own recordings, in which the comments often sound like descriptions of 
the composer’s own personality – further supporting my argument.  The review by 
Alexander Thompson (or Murray McLachlan88) of the Fourth Concerto is a fine 
example, and one cannot help but wonder whether this review would have been 
written differently had the music been considered alongside the composer’s 
circumstances rather than as an abstract work: 
 
85 O'Shea, "Robert Schumann," 125. 
86 Coke spent significant amounts of time at The Pastures Hospital in Mickelover (now part of Derby), Derbyshire.  
He appears to have continued to compose and perform during his stays.  In 1955 he gave a number of gramophone 
recitals there, details of which can be found in Appendix 4 on page 143. 
87 DP Devanand et al., "Subjective Side Effects During Electroconvulsive Therapy", Convulsive Therapy, 11, no. 4 
(1995). 
88 Pianist, pedagogue and scholar Murray McLachlan uses the name ‘Alexander Thompson’ as a pseudonym. 
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Music that can be unsettling and anguished, with a searching longing that 
demands attention.  Unfortunately, the finale of no. 4 is less persuasive – as 
with the last movement of the 3rd concerto, there is an intrinsic lack of 
conviction and drive to much of the writing, which consequently appears 
incoherent and overly complex as a result.89  
 
Coke wrote a number of programme notes to accompany performances of his 
works and these personal characterisations of his own compositions present an 
interesting musical perspective.90  The second movement of the Third Concerto is a 
good example.  Coke describes the opening theme of the movement as ‘severe, almost 
devotional’, while the subtitle of the movement Quasi Variazioni provides a rather dry 
impression in the mind of the performer.  Coke uses this heading in several works – the 
Third Piano Concerto, the Second and Third Cello Sonatas, the 1966 sketches for the 
Sixth Piano Concerto (incomplete) – and the word ‘quasi’ provides intrigue in itself.  In 
each case the variation movements are indeed variations (and individually titled as 
such), although they do not follow the textbook structure of remaining loyal to the 
harmonic and melodic structure of the theme.  Perhaps Coke wanted compositional 
innovation while giving a nod to tradition; or maybe he felt incapable of writing a true 
set of variations with pleasing results.  All this is speculation, of course, but these 
observations about the creative mind behind the music enable one to get closer to 
understanding the inspirations and anxieties behind his writing. 
While this exploration of the piano concertos might lead one to assume a 
simple trajectory in Coke’s composition in line with his personal circumstances, more 
in-depth research and the inclusion of some of his other works from the period reveal 
a much more complicated picture. 
 
2.2 The Twenty-Four Preludes 
No study of Roger Sacheverell Coke would be complete without reference to 
another of his most significant works: Twenty-Four Preludes, opuses 33 and 34 (1938 
and 1941). Dedicated to the composer’s mother Dorothy, they offer a further clear link 
 
89 Alexander Thompson, "Review: Coke Piano Concertos," Review, EPTA Piano Journal, no. 113 (December 2017): 
35. 
90 The author is in possession of notes for the following works: Third Piano Concerto, Fourth Piano Concerto, Second 
Piano Sonata, Ballade in C, Variations on an Original Theme Opus 15, Two 2-part Inventions and Polichinelle. 
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with Rachmaninoff even down to their organisation: two books of preludes across 
which the twenty-four pieces are divided, with eleven in the first and thirteen in the 
second, directly mirroring Rachmaninoff’s opuses 23 (1903) and 32 (1910), if one 
includes Rachmaninoff’s earlier Prelude in C sharp minor opus 3 no. 2 (1892).  
Furthermore, the set follows the same key sequence as Chopin’s Twenty-Four Preludes 
opus 28, another nod to tradition, leading all the way back to Bach’s ‘48’ and of course 
to more recent examples by Scriabin (Preludes opus 11, 1888-96), Alkan (1813-88) 
(Preludes opus 31, 1847) and York Bowen (Preludes opus 102, 1938), among others.  
York Bowen’s work was in Coke’s collection and was composed in the same year as 
Coke’s opus 33. 
In spite of the features pointing to the Twenty-Four Preludes as a unified set, 
Coke – like Rachmaninoff – rarely played the whole collection in his concerts, choosing 
instead to perform a selection, most frequently numbers 2, 7 and 11 from opus 33. 
Beyond this, however, these twenty four works present a convenient guide to 
Coke’s own compositional style, an album of his musical signatures, perhaps.  They are 
the most direct way to penetrate his language and all its elements, and were the first 
pieces by Coke I performed.  At my concert of the complete set at London’s Steinway 
Hall in 2015, Coke’s relatives described their emotion at hearing what they described 
as ‘our uncle’s every mood’.  In the same way that the Third and Fourth Piano 
Concertos might be deemed representative models of Coke’s central period (which I 
have dubbed ‘A Period of Change), the preludes are ripe with qualities representative 
of his early style, signs of his compositional development and tendencies that were to 
become prevalent in his later years. 
The preludes of the opus 33 set are generally shorter than those in opus 34.  
They feature mostly regular phrase lengths, generally explore one musical idea or 
theme, and are concise in their structure.  The second and seventh are good examples 
of this: both around two minutes long and never venturing far from their home key, 
they could be seen as looking back both to earlier composers and to early works by 
Coke himself, such as the Berceuse (1936).  Furthermore, there is evidence that Coke 
performed his own preludes as early as 1929 so although one cannot be certain, the 
preludes themselves could indeed pre-date the Berceuse and actually be from a period 
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that appeared to be much more settled in Coke’s private life, before the onset of his 
mental illness. 
The preludes of opus 33 also exhibit early signs of stylistic change, however, 
which may arguably be linked to the composer’s personal circumstances.  The eighth 
and eleventh preludes stand out particularly. Number eight in F sharp minor has 
frequent changes of time signature and tempo and extensive use of ornamentation, 
while both preludes feature several somewhat fragmented phrases and quasi 
recitando passages in which the music appears to be suspended for a moment and to 
enter a different world (with the pedal held throughout), before returning to the 
musical train of thought.   
Recitative, in which ‘melody and (to a greater or lesser extent) fixed rhythm 
and metre are largely disregarded in favour of some imitation of the natural inflections 
of speech’,91 is also reasonably common in Chopin’s music and in that of Franz Liszt 
(1811-86).92  Chopin’s Second Piano Concerto opus 21 (1829) (Figure 23) offers one 
example, but he and Coke use recitative very differently.93  While Chopin’s writing was 
influenced by opera and invariably used recitative to afford an outward, expressively 
speaking quality to the music, Coke’s recitatives are always introspective, departing 
from the musical trajectory for a moment and retreating; speaking to himself, perhaps.  
Examples of these can be seen below, in Figure 24 and Figure 25). 
A further example of one of Coke’s trademarks, a sudden dissonant chord 
which momentarily interrupts the mood, appears in the Third Piano Concerto (Figure 
27) at the end of ‘a very important little passage’ that includes a further example of 
recitando (Figure 26).94  The idea, which I have come to know as the ‘interruption 
motif’, seems to occur in several of Coke’s works.  In addition to the Third Piano 
Concerto, it also crops up in two movements of the Second Cello Sonata (Figure 28 and 
Figure 29, below).  In each version, the motivation seems to be to bring a section to a 
close in a dramatic way, before continuing on the musical journey.  The mood is 
invariably angst-ridden, again as though Coke’s train of thought has been interrupted 
 
91 John Owen Ward, ed., The Oxford Companion to Music (London: Oxford University Press, 1970), 859. 
92 Liszt’s First Piano Concerto (1849) is rife with examples of this recitative-style of piano writing, to achieve both 
introspective and declamatory moments, and the whole gamut of musical colours inbetween. 
93 Further examples of recitative in Chopin’s music can be found in the Mazurka opus 50 no. 3, the Prelude opus 28 
no. 1 and the Nocturne opus 32 no. 1. 
94 Coke, Programme Note: Concerto (No. 3) for Pianoforte and Orchestra. 
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and he has experienced a sudden attack of something altogether more negative than 
before.  Furthermore, this motif seems to be derived from the same gesture as the 
opening piano entry in the Third Concerto (Figure 27, below). 
 
Figure 23: Chopin Second Piano Concerto opus 21 [1829] second movement, bars 47-49 
 
 
Figure 24: Coke Prelude opus 33 no. 8 [1838] bars 30-31 
 
(Score page 20, CD1: T8 01:30) 
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Figure 25: Coke Prelude opus 33 no. 11 [1938] bars 39-43 
 
(Score page 30, CD1: T11 03:55) 
 
Figure 26: Coke Third Piano Concerto opus 30 [1938] first movement, bars 126-30 
 
(Score page 14, CD2: T1 03:19) 
 
Figure 27: Coke Third Piano Concerto opus 30 [1938] first movement, bars 2-3 
 
(Score page 1, CD2: T1 00:06) 
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Figure 28: Coke Second Cello Sonata opus 29 [1938] first movement, bars 190-91 
 
(Score page 48, CD3: T5 07:36) 
 
Figure 29: Coke Second Cello Sonata opus 29 [1938] second movement, bar 94 
 
(Score page 61, CD3: T5 04:12) 
 
Dating from around the same time as the Fourth Piano Concerto, the opus 34 
preludes (1941) were produced by a composer under strain, who has clearly had more 
life experience than the composer of opus 33.  By this time, Coke was spending regular 
periods at mental institutions where he was being treated for depression and 
schizophrenia, leading to the loss of short-term memory, lack of energy (from 
tranquilisers95) and Thought Disorder. 
The second book of preludes uses the whole range of the piano (much wider 
than the first set); the pieces are generally longer than in opus 33 and they offer a 
much greater variety of moods.  The musical language points more in the direction of 
 
95 Coke was prescribed Largactil (of which a major side effect was psycho-motor retardation) and benzodiazepines 
(which also have a tranquilising effects) for schizophrenia in the 1960s and 70s.  Information relating to his 
prescriptions and treatment before this time has yet to be discovered. 
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Scriabin, with very frequent tempo changes, quick dynamic changes, highly chromatic 
passages and shorter phrase lengths.  One can also perceive an influence from the 
wandering, contemplative preludes of Scriabin’s later opuses, particularly opus 74 no. 
2 (1914), in which the yearning, short chromatic motifs are certainly not dissimilar to 
the opening of Coke’s Prelude in G minor opus 34 no. 22 (1941), as shown in Figure 30 
and Figure 31. 
 
Figure 30: Scriabin Prelude opus 74 no. 2 [1914]  bars 3-4 
 
 
Figure 31: Coke Prelude opus 34 no. 22 [1941] bars 1-4 
 
(Score page 56, CD1: T22) 
 
Excessive repetition, a characteristic for which Coke was often criticised, is 
particularly apparent in a number of preludes in this set, particularly the final one of 
the book, as well as in the finale of the Third Concerto, where the main thematic idea 
returns.  Coke’s nurse, Peter Wildsmith, suggested that the tendency obsessively to 
repeat a musical idea may well have been linked to the short-term memory loss 
associated with his schizophrenia medication and, particularly, with electro-convulsive 
therapy, a prevalent treatment for schizophrenia at the time.  There is a parallel here 
with Robert Schumann, whose music was also criticised for excessive repetition and 
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who of course had multiple mental problems himself: ‘the middle movement [of the C 
major Fantasy opus 17] suffers somewhat from the monotony of self-repetition’.96 
Coke’s obsession with detail is another factor that has influenced my approach 
to performing his music.  The manuscript of the Twenty-Four Preludes (held at 
Chesterfield Library) features a different pen colour for each element of the music – 
notes, articulations, phrasing marks and so on – quite possibly for ease of typesetting 
when Coke sent the set for self-publication, but also showing a composer for whom 
total control over the performance was vital.  Although I did not typeset the Twenty-
Four Preludes as part of my project, study of the manuscript prepared me for my own 
editorial work on Coke’s other pieces, giving me an insight into his working methods.  
The famous quotation from Ravel springs to mind here: ‘I do not ask for my music to 
be interpreted, but only for it to be played’.97  Coke’s highly detailed music may leave 
little to the performer’s creativity and he often includes indications which give the 
same instruction twice.  Had Ravel been the composer of this music, he may well have 
declared ‘Performers are slaves’, just as he did when protesting the liberties that Paul 
Wittgenstein allowed himself when performing the Piano Concerto for the Left Hand!98 
When preparing the preludes for performance and recording, this 
understanding of the composer’s working method led me to be very particular about 
absorbing, and clearly communicating, all the details.  These details are certainly not 
enough, however, to give what might be deemed an authentic performance of any 
music, Coke’s included.  Stanley Boorman talks of the difficulties in interpreting 
notation, and highlights its insufficiency: ‘the text carries no more than the minimal 
necessary information for a new performance.  It is not the composition itself’.99  
Boorman goes on to confirm his view relating directly to my point about interpreting 
Coke’s work in the context of his personal life and circumstances: ‘the nature of 
notation, and (even more importantly) the manner in which people look at it, is 
strongly influenced by the source and its technical and social context’.100 
 
96 Willi Apel, Masters of the Keyboard (Harvard University Press, 1965), 240. 
97 Marguerite Long, At the Piano with Ravel, trans. Olive Senior-Ellis, ed. Pierre Laumonier (London: J.M.Dent & Sons 
Ltd., 1973), 16. 
98 Ibid., 59. 
99 Stanley Boorman, "The Musical Text", in Rethinking music, ed. Nicholas Cook and Mark Everist (Oxford: Oxford 
University Press, 1999), 406. 
100 Ibid., 410. 
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My two recordings of Coke’s Twenty-Four Preludes (2015 and 2019) offer in 
themselves a study that puts my central argument into practice: in 2015 I knew very 
little about the composer, whereas in 2019, nearing the end of my PhD project, I knew 
a good deal more.  I will explore the resulting differences between the two 
interpretations in Chapter 4. 
The scores of the Piano Concertos also provided insights into the composer’s 
working methods and approach to his music, which in turn had an unmistakable effect 
on my performance and recording.  Coke’s manuscripts are usually very clear and 
easily legible – presumably clean copies, rather than first working editions – suggesting 
that he worked on sketches first, then was incredibly organised in producing final, 
meticulous editions for performance.101 
 
2.3 The Three Cello Sonatas 
Coke’s three Cello Sonatas (dating from 1936, 1938 and 1941) offer a more 
complex, less ordered, but equally useful view of the composer’s compositional 
development during this period, and further serve to reinforce my observation that 
Coke’s musical development, in line with his personal circumstances, was extremely 
unsettled, and undergoing a period of significant change. 
For examples of Coke’s wide range of musical colours at this time, one might 
compare the first movement of the First Cello Sonata with the Berceuse, both dating 
from 1936.  The character of the Berceuse (Figure 32, below) is lilting, calm, full of 
warm yet simplistic harmonies and remaining, throughout its 31 bars, relaxed in mood.  
It was dedicated to Coke’s niece, Griselda Brook, and the warmth of his affection for 
her is probably what encouraged him to write in this vein.102  Speaking in 2016, she 
summed up her memory of her uncle: ‘…it was very frightening.  I was terrified by him 
 
101 In 1959 Coke wrote to Eugene Goossens: ‘I am very careful to correct quite religiously any copies at all of my 
music, made by myself or others.  You told me to do this in 1939 and how grateful I have been for this so-precious 
advice. (’Eugene Goossens, Correspondence, 1932-62, Vol. ii, Coke-Gipps, Eugene Goossens Collection, MS Mus. 
1172, 2-3 January 1959, British Library, London.) 
102 The handwritten manuscript of the Berceuse gives a date of 1935 which appears to have been written over and 
changed to 1936.  Griselda Brook, the dedicatee, was born in 1938 so it is possible that the dedication was added 
later. 
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then, which is stupid because he was the gentlest, sweetest, deeply naïve but a sweet, 
gentle person and not somebody to be frightened of at all.’103 
Composed in the same year, the First Cello Sonata opus 24 exists on an entirely 
more troubled plain.  While the opening bars may promise a mood of warm 
romanticism not unreminiscent of the serenity of the Berceuse and using the rich, 
lower range of the cello, the piano entry introduces a much more complex, tense 
harmonic world, expanding further in the piano solo section from bar 51 onwards 
(Figure 33, below).  Mapping the music onto Coke’s marked deterioration in the mid-
1930s reveals unhappy parallels, as musical switches from warmth and serenity to 
ugly, agitated darkness reflect his mental state.   That he should compose a work of 
such mixed emotions and dedicate it to his mother may also be a sign of the prevailing 
atmosphere at Brookhill Hall: one of personal tensions, subdued nostalgia, 
disappearing wealth and clouds of depression.  These observations were confirmed by 
Griselda Brook in conversation, during which she highlighted that, while to the outside 
world the Coke family may have appeared to be in an advantageous position, the 
reality was far from this.  Coke’s mother suffered from depression throughout her life 
and this cannot have ameliorated the dismal setting that shrouded Roger Coke’s every 
waking moment. 
 
Figure 32: Coke Berceuse [1936] bars 1-4 
 
(Score page 1, CD1: T25) 
 
 
 
 
 
103 Brook, "Memories of Roger Sacheverell Coke". 
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Figure 33: Coke First Cello Sonata opus 24 [1936] first movement, bars 51-54 
 
(Score page 5, CD3: T1 02:10) 
 
This juxtaposition of moods appears in many other places in the First Sonata, 
particularly in the solo piano section at bar 51 of the first movement quoted in Figure 
33, above, which – like much of the work – features single notes in each hand, 
producing a very bare sonority in which chromaticism and frequent clashes result in a 
tense, desperate mood.  The clashes are usually formed (as is the case in Figure 33) by 
the use of appoggiaturas, only a semitone away from the main, diatonic note, and it is 
the frequency of these clashes that affords the music an overall sense of dissonance.  
In my rehearsals with cellist Raphael Wallfisch before our world premiere recording of 
Coke’s cello sonatas, it became crucially important to convey to him, often by playing 
for him, this harmonic implication that would not be imaginable from the cello part 
alone. 
An understanding of how Coke experienced dissonance in his own private life 
enables one, as a performer, to stress this musical detail with more belief – that is, to 
hear the clashes not as ‘wrong notes’ but as reflections of the composer’s mood and 
therefore to experience the resolutions of these dissonances – when they come – as a 
relief in the same way as Coke might have experienced his calmer moments.  One 
senses an inevitability about Coke and his music going along a certain route which 
appears to have nothing to do with intellectual inspiration, but rather an emotional 
imperative. 
Throughout the cello sonatas – and indeed in his preludes – Coke frequently 
places the pianist’s hands two octaves apart (several of many examples can be found 
in Figure 34 to Figure 37, below), recalling the sparse, cold soundworld of 
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Shostakovich, who had written his own Cello Sonata opus 40 just two years earlier 
(Figure 38, below).  One cannot help but recall the tongue-in-cheek, bittersweet 
flavour of much of Shostakovich’s music when playing these passages.  The bare 
textures of many passages in the Piano Quintet opus 84 (1918) by Edward Elgar (1857-
1934) offer a further comparison (Figure 39).   
 
Figure 34: Coke First Cello Sonata opus 24 [1936] third movement, bars 18-21 
 
(Score page 21, CD3: T3 00:17) 
 
Figure 35: Coke Second Cello Sonata opus 29 [1938] third movement, bars 1-5 
 
(Score page 69, CD3: T7) 
 
Figure 36: Coke Third Cello Sonata opus 44 [1941] third movement, bars 8-11 
 
(Score page 111, CD3: T10 00:10) 
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Figure 37: Coke Prelude opus 34 no. 22 [1941] bars 39-43 
 
(Score page 58, CD1: T22 02:23) 
 
Figure 38: Shostakovich Cello Sonata opus 40 [1934] fourth movement, bars 315-22 
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Figure 39: Elgar Piano Quintet opus 84 [1918] first movement, bars 1-6 
 
 
Moments of warmth do emerge in Coke’s music, notably in the first movement 
of the First Cello Sonata at bar 71 (score page 7), where the cello is again near the 
lower end of its register, providing a pedal note for seventh chords in the piano.  This 
warmth quickly dissipates, however, in a similar, wandering manner to certain 
passages in the piano concertos, and returns to the bitter, chromatic dissonance that 
dominates the movement.  In the passage before the coda (score page 12, bar 147), an 
arpeggiated fortissimo chord in the piano heralds a new mood of triumph in the tonic 
major, offering a note of optimism before the atmosphere returns to the minor – and 
the unison texture in the piano – for the close of the movement.  The second 
movement, too, exhibits a similar juxtaposition of musical ideas, one being lyrical and 
calm, the other much more dissonant and agitated.  Naturally, much music employs 
dissonance and resolution, but it is specifically the juxtaposition – and resulting tension 
– between these two worlds that seems to resonate with the composer’s personal 
situation in this critical period of his life. 
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In the third movement, the impish Scherzo is balanced by an appassionato 
middle section, again recalling Rachmaninoff in its melodic shape (Figure 40 and Figure 
41), while the four notes constituting the thematic material for the finale could easily 
have come – consciously or otherwise – from the opening of Frank Bridge’s Cello 
Sonata (1913-17), a score of which Coke possessed (see  
 
Figure 42 to Figure 44).  As with all these near-quotations – or at least gestural 
similarities – the connections may not have been conscious, even for Coke himself, but 
they do provide a point of reference to any interpreter of his music. 
 
Figure 40: Coke First Cello Sonata opus 24 [1936] third movement, bar 74 
 
(Score page 25, CD3: T3 01:06) 
 
Figure 41: Rachmaninoff Trio Élégiaque no. 1 [1892] bars 3-4 
 
 
Figure 42: Coke First Cello Sonata opus 24 [1936] fourth movement, bars 1-2 
 
(Score page 30, CD3: T4) 
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Figure 43: Coke First Cello Sonata opus 24 [1936] fourth movement, bars 80-83 
 
(Score page 35, CD3: T4 03:47) 
 
Figure 44: Bridge Cello Sonata H125 [1913-17] first movement, bars 1-2 
 
 
My rehearsals with cellist Raphael Wallfisch for our recording offered an 
opportunity to bring together my knowledge of the composer and my new performing 
editions which in the case of the First Cello Sonata was produced using Coke’s own 
performing copy (half in the composer’s hand and half in that of his copyist).  Our 
rehearsal process and the experience of learning this piece highlighted the crucial 
requirement to acquire an understanding of the composer, and reflected the similar 
experience I had had in preparing the Piano Concertos with conductor Martyn 
Brabbins. 
I became increasingly aware in my rehearsals and recordings that there was a 
unique difficulty in playing the music of Coke: there was no benchmark on which to 
forge an interpretation, like there might be with any more mainstream composer.  In 
order to transfer my acquired knowledge of the composer, to introduce his world to 
my fellow musicians, I talked a lot, and where possible gave my earlier recordings.  The 
recording of the piano concertos in particular was something that Raphael Wallfisch 
described as ‘helping the cello sonatas to make more sense, giving a greater overview 
of Coke’s musical language’. 
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In all my experiences of playing Coke’s music with others, the first read-through 
has always been a challenge.  Coke’s musical style – while having undoubted 
similarities with better-known composers – is not immediately forthcoming and it is 
not easy to bring together the various moods and to understand what Coke is trying to 
achieve, to create a coherent and convincing interpretation.  I arrived at all of the 
rehearsals with a greater acquaintance with the composer than my performing 
partners had, and felt that it was my duty to transfer some of this knowledge to 
achieve a universally agreeable interpretation. Through lengthy discussions about the 
composer’s biography at the time he was writing and his numerous influences, 
everyone was able to better understand the music and therefore give a more 
convincing performance. 
With my studies of Coke in mind, the rehearsal process become much more 
conscious than normal.  Psychologists Paul Fitts’ and Michael Posner’s three-stage 
model of motor learning,104 while not relating to music, might help to summarise our 
progression: in the first stage (Cognitive), before the first rehearsal we learned the 
notes and worked on the technicalities of playing the music.  The second stage 
(Associative) involved me transferring my knowledge and my colleagues absorbing it.  
The third and final stage (Autonomous) saw us making musical decisions that might 
not have aligned perfectly with what we saw on the page, but rather with what we, 
instinctively, felt portrayed Coke’s wishes effectively. 
Although codifying how the process affected our playing is almost impossible to 
document in words, our experience was undoubtedly that the music makes 
significantly more sense when considered alongside the man and all his facets, and this 
factor alone can lead to greater confidence in performance. 
The Second Cello Sonata opus 29 is among only a handful of Coke’s works that 
were performed after his death, most recently by Alexander Baillie (b 1956) and Piers 
Lane (b 1958) in a BBC broadcast from 1987, preserved at the British Library in 
London.105  Coke himself was at the piano for the premiere of the work in 1939 at 
Brookhill, and joined Sela Trau (1898-1991) at London’s Wigmore Hall for a further 
 
104 Paul M Fitts and Michael I Posner, Human Performance (Belmont, CA: Brooks/Cole, 1967), cited in Gabriele Wulf, 
Attention and Motor Skill Learning (Human Kinetics, 2007), 3. 
105 Coke, Roger Sacheverell.  Cello Sonata No. 2.  Alexander Baillie (cello) and Piers Lane (piano).  BBC Cardiff, 14 
November 1987, recording of broadcast. 
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performance in October 1950, one of two concerts that month, funded by Coke 
himself, showcasing his music.106 
The introduction to the first movement opens abruptly with a declamatory 
figure in the cello and accented, often dissonant chords in the piano.  It sets the mood 
for what is to be an unsettled movement, full of passion and despair.  Certainly, one 
critic at the Wigmore Hall performance in 1950 felt the prevailing mood of sombreness 
in the work: ‘a general depression rested on the scene, which the wistful melancholy 
of which Mr. Coke’s music did not easily dispel’.107  Both main themes of the 
movement are tense in their very different ways: the theme of the introduction is 
angular and angst-ridden, while the second theme features a good deal of syncopation 
and yearning appoggiaturas.  There is not much thematic development in the 
movement, but rather unelaborated repetitions and fragments of the themes.  As one 
critic observed: ‘Again and again promising ideas occur to him – the first subject of the 
1938 sonata is an example – but he treats them laxly, preferring to fall back on jejune 
note-spinning instead of exerting himself to develop their nature and possibilities’.108 
At bar 129 in the opening movement of the Second Cello Sonata (score page 
44), the two themes are juxtaposed in a battle between the two instruments, the 
piano fighting for the rhapsodic, passionate second theme while the cello incessantly 
recalls the angular unease from the introduction.  Coke’s mental state springs 
immediately to mind again here, not least his nurse’s comment about him ‘constantly 
switching from one mood to another’.  It is as though his train of thought and 
emotional journey is being poured out onto the page.  It was very challenging to bring 
this off successfully in performance, not least because the absence of any long phrases 
in this section requires one to ignore one’s instincts to an extent, and follow exactly 
what is on the page.  There are moments of calm in the movement, such as at bar 142 
(score page 45) which, following an extended section of musical ‘infighting’, transports 
us to a much calmer world in E major with many seventh chords, recalling the warm 
serenity of the Berceuse. 
 
106 See Appendix 4: Performances of Coke’s Music 1929-2019 for further information. 
107 "The World of Music.  Sacheverell Coke’s New Music", Review, The Stage, 5 October 1950, 12. 
108 Richard Capell, "Three Cello Sonatas", Review, Daily Telegraph, 8 October 1951. 
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One of Coke’s colouristic trademarks in all his large-scale works – especially the 
chamber music – is the use of the whole range of the piano and he is particularly fond 
of having the pianist’s hands quite far apart.  Several examples can be seen in Figure 
45 to Figure 48.  The first two examples show Coke’s tendency to create a very bare 
texture: there are no chords, but single lines, placed far apart.  Figure 47 and Figure 48 
show how, in the cello sonatas, there is often no bass while Coke uses only the high 
register of the piano.  When recording the pieces, I found these sonorities sometimes 
quite frustrating and missed the middle sonorities of the instrument.  However, having 
now played many of Coke’s works, I have come to enjoy this as a feature of his 
colouristic language and indeed, in my new recording of the preludes (2019), to which I 
will return later, I feel my performance is more convincing in tone because of this 
developed acquaintance with Coke’s way of using the piano. 
 
Figure 45: Coke Prelude opus 33 no. 16 [1938] bars 11-17 
 
(Score page 41, CD1: T16 00:30) 
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Figure 46: Coke First Cello Sonata opus 24 [1936] fourth movement, bars 64-67 
 
(Score page 33, CD3: T4 02:41) 
 
Figure 47: Coke First Cello Sonata opus 24 [1936] third movement, bars 130-34 
 
(Score page 28, CD3: T3 02:57) 
 
Figure 48: Coke Second Cello Sonata opus 29 [1938] first movement, bars 167-69 
 
(Score page 47, CD3: T5 06:24) 
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The cello range in all the sonatas is also very wide, often requiring the cellist to 
play very loudly at the very top of their register.  Raphael Wallfisch chose to bring 
some of these passages down an octave in order to successfully communicate the 
character of the music, and these alternative versions – along with explanations for 
each – are included in my new performing editions and catalogued in Appendix 3s.  
 With the exception of a further iteration of the ‘interruption motif’ mentioned 
earlier, the second movement of the First Cello Sonata is entirely calmer.  In complete 
contrast to the first, it opens with an expressive piano solo, the lyrical melody of which 
is taken over by the cello.  The middle section is somewhat more sinister, but remains 
for most of the time in a subdued but expressive mood.  Another Coke trademark 
occurs in this movement – that of the descending chromatic line.  Of course, this is not 
a rare musical device, but it appears in several of his works (Figure 49 to Figure 51) and 
conjures a mood of depression and desolation, another evocation of his own apparent 
mood.  Indeed, in his own programme note for the Fourth Concerto, Coke points out 
the ‘descending chromatic scale in the piano bass (echoed a moment later by flute and 
bassoon) should here be noted, with its air of weariness and disillusion.’109 (Figure 51). 
 
Figure 49: Coke Third Cello Sonata opus 44 [1941] first movement, bars 44-46 
 
(Score page 90, CD3: T8 02:29) 
 
Figure 50: Coke Third Cello Sonata opus 44 [1941] second movement, bars 62-67 
 
(Score page 108, CD3: T9 04:08) 
 
109 Coke, Programme Note: Piano Concerto No. 4 in C sharp minor, Op. 38. 
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Figure 51: Coke Fourth Piano Concerto opus 38 [1941] first movement, bars 147-53 
 
(Score page 19, CD2: T4 05:30) 
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The Second Cello Sonata was corrected by Coke and published in the same year 
he wrote his Third Cello Sonata, premiered in 1951 with cellist Sela Trau at the 
Wigmore Hall in London.110  The concert, showcasing all three of Coke’s works for the 
genre, received a lukewarm reception from critics, one writing that ‘as beginner’s 
efforts they showed great promise… a strong personal style which is not 
unpleasant’.111  Another observed that the works ‘gave further proof of the 
composer’s fondness for unburdening his fervid, romantic imagination into music 
without any preliminary processs [sic.] and rejection of what constitutes a logical 
argument.’112  The second reviewer goes on to attack the performance too: ‘His own 
piano playing lacked clear definition (partly due to muddy pedalling), and his cellist, 
Miss Selau [sic.] Trau, sometimes sounded as if she were sight-reading’.  The comment 
about Coke’s playing might give some insight into the often extensive pedal indications 
in all his scores (especially in the quasi recitando passages).  He frequently instructs the 
pianist to blur multiple harmonies together, which could be a result of inadequacies in 
his own musical ear and his training, or possibly because he liked the sonority.  I tried 
very hard in my own performances to balance what is acceptable in performance and 
what appears to have been Coke’s intention regarding the pedal. 
The structure of the first movement of the Third Cello Sonata is entirely more 
successful than that of its two forerunners.  Indeed, this movement is much more 
robust in its sonata form, and features more extensive thematic development than his 
two earlier essays in the genre.  Perhaps he had finally had feedback from Alan Morton 
and Sela Trau, with whom he performed the works many times.  Perhaps he had taken 
the comments from negative reviews to heart, but then turned them into something 
positive and learnt to work better as a composer.  Either way, the Third Sonata feels 
like the work of an accomplished composer in structure and musical argument, while 
still retaining the stamp of Coke’s unique musical language. 
Given the sombre environment at Brookhill Hall (as summarised by the quote 
from Griselda Brook on page 37), it is unsurprising that the work begins with a 
melancholic, prolonged introduction in A minor, featuring a very chromatic allegro 
 
110 More information about Coke’s four Wigmore Hall appearances can be found in the Performance List (Appendix 
4). 
111  "‘Cello Sonatas", Review, The Stage (London), 11 October 1951, 12. 
112 "‘Cello Sonatas", Review, The Times (London), 8 October 1951, 10. 
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theme, and also includes passages of a menacing character, created by ominous 
basslines in the piano and cinematic tremolandos.  The clashing, dissonant chords in 
the piano at several points in the movement introduce an element of anger into the 
musical argument, while the intriguing two bars shown in Figure 52 bring an ugly 
sonority that leaves the listener in no doubt as to the bitter situation Coke must have 
found himself in.  Despite all this, the movement ends in the major key on a note of 
optimism, something which Coke must have tried to cling to, even in times of great 
emotional turmoil. 
 
Figure 52: Coke Third Cello Sonata opus 44 [1941] first movement, bars 67-68 
 
(Score page 91, CD3: T8 03:24) 
 
The second movement – like that of the Second Sonata – is a broad, songlike 
movement, offering a world of relative calm between two less positive movements – 
the espressivo mood is at the fore in both instruments and, despite some of Coke’s 
typical clashes in the harmony, a mood of serenity prevails, largely because of the 
regular accompaniment figurations in the piano.  The final iteration of the theme is 
played on the piano with semiquaver accompaniment figures in the cello, recalling the 
slow movement of Rachmaninoff’s Cello Sonata opus 19 (1901). 
In the final movements of both the Second and Third Cello Sonatas, Raphael 
Wallfisch and I felt that some of the indicated repetitions were unnecessary.  As 
already noted, Coke was often criticised for over-repetition of single themes.  The cello 
sonatas reflect this.  In the sets of variations, this is at its most stark, with some of the 
written repeat instructions unbalancing the variations.  We chose to omit a number of 
these in our recording.  
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3 Gradual Demise 
 
A schizophrenic uncle, a lesbian grandmother, an hysterical French governess, 
all living together in a freezing, shadowy old house, riddled with memories of 
another age.113 
 
This is the way in which Coke’s niece, Griselda Brook, described the 
atmosphere at Brookhill Hall in the years she visited regularly (from the early 1940s 
until the 1970s).  She goes on to say: ‘the last time anyone had fun at Brookhill was in 
the 1930s and the memories of that allegedly golden time haunted the glum, 
impoverished present’.114   The period of prosperity enjoyed by the Cokes in the latter 
years of the nineteenth century were long forgotten by the time Roger was in his 
thirties; his mental condition was so unstable that he would frequently spend months 
at a time in mental institutions and, following the death of his mother in 1957, he 
became even more of a recluse.115  When he died on 23 October 1972, just a week 
after his sixtieth birthday, he had enjoyed a whole year of relief from his mental health 
difficulties, as ‘this new drug, which he’d just been on for a year or so, had made a 
huge difference to him.’116 
One of Coke’s last surviving works – with the exception of several sets of songs 
– is the slow movement of the Fifth Piano Concerto, ‘The Orton’ opus 57 (1947, 50).  
The outer movements are presumed either lost or never written.  Coke was finding it 
increasingly difficult to finish compositions in these later years; his in-patient stays 
were becoming more frequent and it is conceivable that, finding himself not achieving 
the success he desired as a composer, his motivation was beginning to wane.  Songs 
remained the composer’s focus throughout this later period until his death,117 perhaps 
because his reduced concentration and stamina made it easier for him to work in 
 
113 Brook, Memories of Brookhill, 3.  Griselda Brook is referring here to Roger Sacheverell Coke (‘A schizophrenic 
uncle’), Dorothy Coke, the composer’s mother (‘a lesbian grandmother’) and Julie Baud, the composer’s governess 
(‘an hysterical French governess’). 
114 Ibid., 3. 
115 Even when spending long periods of time in mental institutions, Coke continued to compose and give talks.  
Further information can be found in Appendix 4 on page 143.  In 1955 he wrote in his album of press cuttings (held 
at the Coke-Steel Archive) that there were ‘at least 300 people present at the Main Hall (The Pastures Hospital), 
Mickelover for recital’.  See Appendix 3 for further information. 
116 Brook, "Memories of Roger Sacheverell Coke". 
117 With the exception of the Variations opus 73, dedicated to Coke’s governess Julie Marie Baud (1891-1965), the 
only works completed (or extant) after 1950 are songs. 
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shorter forms rather than on large-scale works.  There are sketches for other piano 
pieces too (including some Piano Studies dated 1971), but no further completed 
pieces. 
The single, short, surviving movement of the Fifth Piano Concerto, headed 
Andante piacevole, has a first theme which Jim Svejda describes as full of ‘bleak 
austerity [which] is followed by a second subject that Rachmaninoff would have been 
proud to have written’.118  The work includes many unison string passages set against 
solemn, low chords in the piano, mournful arpeggios, dramatic, sudden fortissimi, and 
changes of mood not unlike those seen – on a much grander scale – in the Fourth 
Piano Concerto.    There is also more material based on the descending chromatic 
motif shown in Figure 53, below.  The solo passages are nocturne-like, recalling his 
early inspirations, Chopin and Scriabin.  The work ends with a simple perfect cadence, 
appropriately indicated con dignità, a marking that featured in several of Coke’s earlier 
works.  That he published the work in 1959, just a year after the death of his mother, 
makes the sadness all the more affecting, and while the audience may or may not 
perceive this, it certainly feeds into both performance and preparation. 
 
 
 
 
 
 
 
 
 
 
 
 
 
118 Jim Svejda, "Coke Piano Concertos Nos. 3 and 4; No. 5: Movement 2", Review, Fanfare Magazine 41, no. 3 
(2018). 
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Figure 53: Coke Fifth Piano Concerto opus 57, ‘The Orton’119 [1947, 50] bars 73-77 
 
(Score page 111, CD2: T7 04:35) 
 
Perhaps the most significant event for Coke during this final period of his 
compositional life was the performance of his only opera, The Cenci, opus 41 (1940-41, 
1950) in London.  Following months of correspondence with the conductor and family 
friend Eugene Goossens120 and the sale of a significant amount of furniture from 
Brookhill Hall, London’s Scala Theatre was booked and, on the evening of 5 November 
1959, the opera was performed by a line-up of professional soloists, the London 
Symphony Orchestra and Eugene Goossens – all financed by Coke himself.  As Griselda 
Brook writes: 
 
Of course there wasn’t enough money to pay for the performance so Roger 
sold much of the best furniture and pictures to pay for it. At about this time, 
my father arranged for the best Wright of Derby portrait… to be sold to Derby 
Museum, where it still is. Other important pictures and fine Pinxton china were 
unfortunately lost to the sale rooms or to dealers. And should you wonder was 
it worth it? No, The Cenci was a critical disaster!121 
 
119 Further information on the dedicatee of the Fifth Piano Concerto, F. Orton, is yet to be uncovered, although it 
may feasibly be Freda Orton, the dedicatee of Fourteen Songs, from Rhymes and Roundelayes opus 54. 
120 Goossens, Correspondence. 
121 Brook, Roger George Sacheverell Coke 1912-1972, 3. 
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Indeed, the critical reception of The Cenci was such that it must have had a 
profound effect on the composer’s motivation.  Eric Mason wrote in the Daily Mail 
that ‘the result was a desperately unimaginative, undramatic, and unstageworthy 
entertainment… cardboard characters with monotonous parts, innocent alike of 
melody and memorable invention’.122  Although he continued composing and giving 
concerts in his final decade, his activities were no longer on the scale of his early years. 
The correspondence between Goossens and Coke – while often tense and 
mostly business-like – tells a lot about Coke’s situation, especially his finances, and his 
ability to be organised and promote himself.  He laments in a letter in early 1959 that 
‘the budget for the performance of The Cenci is limited to £1800, and I shan’t be able 
to afford, as well as engaging the Bournemouth Symphony Orchestra, to have the best 
singers of the day’.123  The project seems to have taken a huge toll on Coke, as, during 
the course of 1959, the correspondence becomes more and more fraught.  John 
Ballachey, Coke’s solicitor, was responsible for keeping the situation amicable, writing 
to Goossens in 1959 that ‘I went over to Brookhill this morning and managed to “get it 
across” to Roger Coke that the Opera was going on and that he was not to worry’.124  A 
week after the premiere of The Cenci, Goossens sent Coke’s lawyer an invoice for 
‘additional expenses incurred because of Mr. Coke’s inability to complete and revise 
the orchestration of Act 2 of his opera in time for the performance last week… had 
Roger Coke not been a personal friend of mine, I would have been compelled to claim 
a much higher remuneration for the 6 days (and nights) work I put in completing the 
opera’.125  Writing directly to Coke later that month, Goossens continues: ‘you will 
realise how utterly useless your manuscript is for any practical purposes.  To you, 
absorbed in the writing of it, you gave little thought to its legibility from the 
conducting point of view… I don’t want to rub this point in too much and I am being 
cruel in order to be kind’.126  Coke continued to seek further performances even after 
 
122 Eric Mason, "Oh, Mr Coke, How Dreary…," Daily Mail (London) 1959. 
123 Goossens, Correspondence, 2-3 January 1959.  Of course the reality of the situation was that, while Coke 
expressed this as a regret, £1800 in 1959 equates to roughly £42,000 in 2019, so he was hardly living in hardship. 
(Calculation completed at http://www.in2013dollars.com/UK-inflation on 5 July 2019.)  Although the Bournemouth 
Symphony Orchestra was mentioned in the early correspondence between Coke and Eugene Goossens, the 
orchestra was later changed to the London Symphony Orchestra without explanation in these letters. 
124 Goossens, Correspondence, 22 October 1959. 
125 Goossens, Correspondence, 13 November 1959. 
126 Goossens, Correspondence, 21 November 1959. 
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the ill-received initial performance of The Cenci, however, writing to Goossens again in 
1960 to suggest a full concert of his works at the Royal Festival Hall.  There is no 
evidence that this concert ever took place, a consequence of the worsening financial 
situation as well as Goossens’ unwillingness to embark on another project with such a 
difficult character. 
 
Figure 54: Photograph of Roger Sacheverell Coke in the Music Room, Brookhill Hall, circa 
1965127 
 
 
This photograph of Roger Sacheverell Coke at his Steinway, taken towards the 
end of his life, portrays – with some sadness – all the aspects of his physical and artistic 
life.  On the piano are manuscript books used for composing, and two piles of recently 
published copies of Coke’s Twenty-Four Preludes which Coke sent as gifts to friends 
and music industry contacts by way of self-promotion.  There are also LPs and other 
scores on the piano and the floor, representing a composer who had a healthy 
appetite for educating himself in the works of others.  Indeed, Coke’s own music 
collection (held at Chesterfield Library) features a wide range of composers from the 
Baroque period to the present day, not only well-known names but also some more 
obscure figures such as Benjamin Dale (1885-1943) and Nikolai Medtner (1880-1951).   
Despite all these positive elements, however, one can see from the photograph that 
 
127 Photo kindly loaned from the private collection of Griselda Brook. 
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Coke’s shoes are old and worn, he appears tired, and he is smoking – for the last 
decade of his life he smoked up to one hundred cigarettes every day – and one is 
reminded of his hermetic lifestyle, as recounted by Griselda Brook: 
 
Roger was always working in the Music Room, often through the night. He was 
very unwell during those years and at mealtimes would mutter and play an 
imaginary piano on the table, without taking any part in his surroundings. It 
was very intimidating to a small child and when his behaviour reached a certain 
stage he would be moved into one of several local mental hospitals for lengthy 
periods. However, he was never violent and, although hardly aware of his 
surroundings, he was always gentle and non-aggressive.128 
 
Coke died from pulmonary oedema, chronic bronchitis and coronary atheroma on 23 
October 1972, just days after his sixtieth birthday.129  
 
128 Brook, Roger George Sacheverell Coke 1912-1972, 2. 
129 Death Certificate and copy of Will and Probate provided by Coke’s solicitor, Nigel Cullen in May 2017. 
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4 A New Recording of the Twenty-Four Preludes 
Coke continued to perform his preludes for more than twenty years after their 
composition, so in modern performance, one might imagine not only how he intended 
them to be played, but also how they might have sounded under his hands in the years 
before his death, with the emotional burden of his experiences and his deteriorating 
circumstances.  The poignancy of the markings, and especially the weight of 
indications such as con dignità, become all the more cogent, and the resulting subtle 
changes in the way the music is performed (felt, even) are the features that constitute 
a truly informed performance, as I shall demonstrate. 
My 2015 CD of Coke’s Twenty-Four Preludes was the springboard for the 
present project and it was put down on disc before I had any in-depth awareness of 
the composer or any experience of performing his works.  I re-recorded the set in 2019 
to test my assertions on the importance of forming a musical interpretation within the 
wider context of the composer’s life experience, and to review how I have changed in 
my approach to the music.  This new recording represents the 'full circle’ of my 
project. I have presented numerous pieces by Coke, and along the way I have gathered 
more knowledge of the man and wider experience of exploring the pieces with musical 
colleagues.  In this section I present my findings relating to the performance of Coke’s 
music – in the absence of any earlier writing on the performance practice of his œuvre 
– and in doing so, offer some guidance to others wishing to play his works. 
In preparation for the most recent recording, I was aware that performance 
and research had increased my familiarity with the composer, and I consciously 
allowed this intimacy to guide my interpretative process on at least equal terms with 
the printed score: as Roy Howat describes it, my ‘musical feeling’ played a significant 
role in my treatment of the music.130  Subsequent analysis uncovered a number of 
striking differences between the two versions. 
My approach to comparing the two recordings focused on the following 
components: mood, pedalling, articulation, recitando passages, tempo, and what I 
 
130 Roy Howat, "What Do We Perform?" , in The Practice of Performance: Studies in Musical Interpretation, ed. John 
Rink (Cambridge: Cambridge University Press, 1995), 3. 
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have earlier described as the ‘schizophrenic’ nature of the music, particularly relating 
to fragmentary passages and changes of speed and character. 
Before examining the changes in interpretation in more detail, it is worth 
noting that preludes showing a significant change in performance between 2015 and 
2019 and those that remained similar fell naturally into two categories: broadly 
speaking, I found that the shorter preludes and especially those of a lighter character 
had changed very little, while those of a more troubled or expressive nature had 
travelled some distance.   
Among those that remained consistent, Prelude in A opus 33 no. 7 is one good 
example, as are nos. 13, 15, 16 and 19.  Preludes 7 and 19 maintain the most similarity; 
they are almost identical in their use of rubato and are exactly the same length in both 
recordings. 
There is a correlation here between my largely unchanged performances and 
Coke’s choice of recital repertoire, as he most often chose these shorter opus 33 
preludes for performance. Nothing in writing indicates an explanation for this 
preference, but he may have been sensitive to the exposure of his brittle personality in 
the opus 34 pieces and, with the exception of two complete performances, was 
perhaps reluctant to present them in public.  Coke’s complete performance history is 
detailed in Appendix 4: Performances of Coke’s Music 1929-2019, on page 146. 
My performance of Prelude in A minor opus 33 no. 2 is also similar on the two 
recordings, although the 2019 performance has a slightly more relaxed tempo and 
softer articulation on some of the chords and I find the melancholic atmosphere more 
discernible in the later performance.  My knowledge of where Coke was composing – 
the prevailing dark of Brookhill Hall – is emerging through my interpretation here.  
Furthermore, between 2015 and 2019 I heard Moura Lympany’s recording of this 
prelude,131 the first time I had heard anyone else perform Coke’s music.  Her 
performance (which may well have been attended by and prepared with the 
composer’s input) will undoubtedly have informed my subsequent performances. 
My two recordings of Prelude in B minor opus 33 no. 6 offer further insights 
into the development of my interpretation and present two further ingredients to 
 
131 Roger Sacheverell Coke, "2 Preludes", (1970), recording of broadcast. 
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consider: articulation and pedal.  While the tempo of the two recordings is similar, the 
2019 version demonstrates greater use of pedal and the articulation is generally more 
robust.  These two components have undoubtedly been influenced by my awareness 
of Coke’s own piano playing, both relating to his pedalling –  ‘His own piano playing 
lacked clear definition (partly due to muddy pedalling)’ (see also page 68) – and to the 
incessant nature of his own practice: Griselda Brook recounted that Coke ‘wore down 
the ivories on his piano right through to the wood’.132  Coke’s ‘incessant’ playing style 
in itself provides an insight into why preludes such as no. 24 might be so repetitive in 
nature (see Figure 55): perhaps it is not a weakness in compositional ability but rather 
an intention to create a frustrated, unremitting character. 
 
Figure 55: Coke Prelude opus 34 no. 24 [1941] bars 49-52 
 
(Score page 64, CD 4: T24 01.21, CD 1: T24 01.20) 
 
Returning to articulation for a moment, take as a further example the 
sforzando acciaccatura at the beginning of bar 34 in Prelude no. 6 (Figure 56) (score 
page 16, CD 4: T6, 00.37, CD 1: T6, 00.41).  The accent is much stronger in the 2019 
rendition, and I take much more time to resume the opening tempo after striking this 
 
132 Email correspondence with Griselda Brook on 12 January 2019. 
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low, dramatic note, producing a more menacing character.  A similar change is evident 
in Prelude no. 13; the forzando at the beginning of bar 22 is much more pronounced in 
the 2019 recording (see Figure 57). Finally, in Prelude no. 12, in 2019 I take much more 
time over the appoggiaturas in the section beginning at bar 14, highlighting the 
tenutos and supporting the dramatic character of the incalzando section (see Figure 
58).   
 
Figure 56: Coke Prelude opus 33 no. 6 [1938] bar 34 
 
(Score page 16, CD 4: T6 00.37, CD 1: T6 00.41) 
 
Figure 57: Coke Prelude opus 34 no. 13 [1941] bars 22-24 
 
(Score page 36, CD 4: T13 01.52, CD 1: T13, 01.33) 
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Figure 58: Coke Prelude opus 34 no. 12 [1941] bars 14-17 
 
(Score page 31, CD 4: T12 00.16, CD 1: T12, 00.15) 
 
My interpretation of the articulation markings in Coke’s scores has intensified 
both in robust interpretations of louder dynamics at the one end of the scale and in an 
exaggeration, at the other end, of the lethargic, depressive qualities present in the 
music.  One might look at Prelude no. 22, especially at bars 17-22, an excerpt from 
which is given in Figure 59, in which the prevalent tenuti are more drawn out in my 
recent performance.  Prelude 20 exhibits a number of shifts in interpretation from the 
outset, highlighted by another tenuto (bar 2) on which I ponder a little longer than my 
2015 recording, leading naturally to the more dragging E naturals which follow, 
forming a diminished fifth, and conjuring an intense, tired character which feels more 
in line with Coke’s circumstances and emotional state at the time he was writing 
(Figure 60). 
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Figure 59: Coke Prelude opus 34 no. 22 [1941] bars 17-19 
 
(Score page 57, CD4: T22 00:29, CD 1: T22 00:57) 
 
Figure 60: Coke Prelude opus 34 no. 20 [1941] bars 1-3 
 
(Score page 51, CD 4: T20, CD 1: T20) 
 
On first analysing the articulation of Coke’s music for performance, I found his 
use of commas intriguing and initially baffling.  When I first came across his work, I 
often couldn’t understand why they were there and found them a hindrance, difficult 
to interpret and communicate successfully in performance.  A newly acquired 
understanding and confidence in these instructions is apparent in my 2019 recording, 
particularly in Prelude no. 14 (which has seven commas on the first page alone) and 
from bar 18 of Prelude no. 13. Here, I do not skip over the details but rather embrace 
the fragmentary nature of the music as a key component of Coke’s musical language 
(Figure 61). 
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Figure 61: Coke Prelude opus 34 no. 13 [1941] bars 18-21 
 
(Score page 36, CD 4: T13 01.29, CD 1: T13, 01.13) 
 
Turning now to the less characteristically light preludes of opus 34, those 
preludes which possess a greater emotional intensity have generally become more 
expressive in the four years between my 2015 and 2019 recordings.  I have looked at 
three important elements of performance in my analysis of this transformation: 
pedalling, tempo and mood. 
My pedalling has changed particularly in Coke’s trademark recitando passages. 
Prelude no. 11 offers a lucid illustration (Figure 63).  In the 2015 recording I ignore 
Coke’s instruction to lift the pedal at the end of bar 39, instead introducing a number 
of discrete half pedal releases in the passage.  The cadenza passage forming the 
central episode of Der Dichter Spricht from Schumann’s Kinderszenen opus 15 (1838) 
comes to mind here (see Figure 62).  There is a similar instruction in the Schumann 
work to release the pedal before the quasi recitando passage, and yet most 
performers agree that some use of pedal to create a resonant ‘halo’ around the sound 
is important for the character of the music.  In my 2019 performance of Prelude no. 
11, I hold the pedal firmly down through the recitando section (Figure 63) and take 
more time over the triplet at the end of bar 41.  Both of these elements result in a 
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cloudier sonority and a deeply painful sense of loss of hope, often manifest in Coke’s 
compositions through his trademark use of descending chromatic lines.  
 
Figure 62: Schumann Kinderszenen opus 15 no. 13, ‘Der Dichter spricht’ [1838] bar 12 
 
 
Figure 63: Coke Prelude opus 33 no. 11 [1938] bars 39-43 
 
(Score page 30, CD1: T11 03:55) 
 
Awareness of this descending chromatic line motif permeating all of Coke’s 
work – solo, chamber and orchestral – has broadened my outlook on his music over 
the five years I have worked with it. It has given greater confidence in performing such 
passages at the piano, and has led to greater freedom with the pedal to blur chromatic 
sonorities in line with what I perceive to be Coke’s musical intention.  Prelude no. 12 is 
a good example.  I enjoy the blurred colour much more in the 2019 recording, as I do in 
Prelude no. 13, where the most chromatic section of the work (Figure 64) has more 
sustained pedalling in 2019 than in 2015.  There is a particularly poignant instance of 
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this descending chromatic motif in Prelude no. 14 (Figure 65) which again is infused 
with rather muddy pedal in my 2019 performance.  
 
Figure 64: Coke Prelude opus 34 no. 13 [1941] bars 12-17 
 
(Score page 36, CD 4: T13 00.46, CD 1: T13, 00.42) 
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Figure 65: Coke Prelude opus 34 no. 14 [1941] bars 25-28 
 
(Score page 38, CD 4: T14 00.54, CD 1: T14, 00.37) 
 
The central section of Prelude no. 12 is illustrative of a number of the 
components that I have so far examined.  My 2019 is more Andante than before, and 
the cantabile tone is richer and more confident in its expression.  I am much freer with 
rubato: it is clear that I have now moved away from slavish counting (especially in the 
two against three rhythms); that I understand the harmonic language more deeply 
than before; that I know the music (score page 33, CD4: T12 00:49, CD 1: T12 00:45). 
Looking at the overall tempi of the preludes, I generally play more slowly in the 
2019 recording.  I made a conscious effort not to check the composer’s metronome 
markings when making this recording, but rather to trust my own judgement of the 
intention behind the printed score.  This is apparent in a number of the preludes 
(particularly nos. 14, 22 and no. 15, which begins much more spaciously than before), 
but perhaps none more so than in the Scriabinesque Prelude No. 20 which is almost 
thirty seconds longer in the more recent recording.  My overall reading has matured: 
my use of rubato has increased, my pedalling is more confident: I feel I have 
penetrated deeper into Coke’s world.  Prelude No. 18 has changed similarly.  My 2019 
recording has greater extremes of dynamics, a slightly faster tempo, and at bar 12 
(score page 44, CD4: T18 00:14, CD 1: T18 00:16) the drop to piano is much more 
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detectable. I sense an anxiety in Coke’s mood now, and the instructions on the page 
become subordinate to this atmosphere and its effect on my subconscious, 
interpretative decisions. 
The 2019 recording of the preludes has manifested as the most successful way 
to illustrate my journey in exploring the music of Roger Sacheverell Coke.  In all the 
poignant harmonies, dissonances and resolutions, I savour the details of the music 
with much more conviction now than before, particularly enjoying the features that I 
feel reflect the tiredness, the bleak atmosphere at Brookhill Hall and the sinister 
qualities in the music, mirroring the troubled mind of the composer. 
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5 Conclusion 
My study has explored the influence of experience and background knowledge 
upon musical interpretation.  Coke’s music – just like the music of any other 
composers – could be performed in the abstract, with no preparatory work 
whatsoever.  Nonetheless I have argued that Coke’s music in particular – as well as 
that of a significant number of relatively unknown but nonetheless worthy composers 
– benefits from a thorough contextual study.  Greater familiarity with the music 
combined with knowledge of the composer’s life and situation have given me a 
stronger web of connections and associations that I can use when I perform the music.  
Conscious or unconscious decisions may then be made – particularly given Coke’s 
emotive musical language, itself redolent of other composers – which are reflexively 
associative. 
Since Coke’s death almost fifty years ago, there has been a small amount of 
interest in his music, in the form of memorial concerts in 1973-75 and 1981, a 
broadcast of the Second Cello Sonata in 1987 and the first commercial recording ever 
of his music in 2013.133  My project, which now spans some five years, has re-
introduced the œuvre of this composer to a wider audience and has set an example for 
studies of other similarly neglected composers.  It has also laid the foundations for 
future recordings and for research into other areas of his output.  My unique 
contribution to knowledge has been three-fold.  Firstly, my premiere professional 
recordings (which will all be commercially available from 2020) have introduced a 
benchmark for others who may play Coke’s works and have exposed the music to a 
wider global audience.  My performing editions, the first role of which was to facilitate 
my recordings, have been produced using all the available sources and offer a new, 
convenient way of discovering the music.  I have an agreement with Nimbus Publishing 
to make these publicly available and to distribute them widely, following the 
examination of my PhD.  Finally, my exploration of Coke’s biography – the first such 
study – gives easier direct access to his world.  
 
133 Performers of Coke’s music since his death have included Allan Schiller, Piers Lane, Alexander Baillie and Rupert 
Marshall-Luck.  Full details of these and subsequent performances can be found in Appendix 4. 
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CD 3: Cello Sonatas (2019)  Raphael Wallfisch cello  
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First Cello Sonata in D minor opus 24  [20’34”] 
Second Cello Sonata in C opus 29    [25’29”] 
Third Cello Sonata in A minor opus 44   [26’09”] 
       [72’12”] 
 
Total timing of recordings within submission:  [197’39”] 
 
CD 4: Piano Music (2015) [supplementary] Simon Callaghan piano 
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13 Preludes opus 34      [25’51”] 
15 Variations and Finale in C minor opus 37  [28’15”] 
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8 Appendix 1: Works List by Opus 
The information below and that in Appendix 2: Works List by Genre (page 118) is 
taken from Coke’s own work lists and from his handwritten notes on manuscripts and 
working copies.141  Further details have been incorporated from extensive research at 
Derbyshire Record Office, the British Library, and from newspaper listings and reviews.  
Please see the Bibliography (page 88) for further details. 
Where modern recordings exist, timings are given in brackets. 
 
Opus Title / Information 
 
Timing 
 
1 First Piano Concerto in C minor (1931) withdrawn 
 
Movements: I. Allegro | II. Nocturne | III. Capriccio 
 
 
2 
 
Romanza for piano trio withdrawn 
 
Dedicatee: Dorothy Coke142 
 
 
3 Fantasie for piano withdrawn 
 
Dedicatee: Frederick Lyne 
Premiere: Roger Sacheverell Coke, Torquay Pavilion, 15 
November 1933 
 
 
4 Second Piano Concerto in E minor143 (1933) withdrawn 
 
Dedicatee: Mabel Lander144 
Movements: I. Fantasie | II. Romance | III. Caprice 
Premiere: possibly Roger Sacheverell Coke (piano), Bath 
Pump Room Orchestra, Edward Dunn (conductor), Bath 
Pump Room, 8 November 1933 
 
 
 
141 Coke’s own work list exists in several different versions dated 1950 and 1958, all of which are kept along with the 
manuscript sources in the Coke-Steel Archive, Chesterfield Library. 
142 Dorothy Coke (1880-1957) was Coke’s mother. 
143 Broadcast by the BBC. 
144 Mabel Lander (1882-1955) was Coke’s piano teacher. 
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Opus Title / Information 
 
Timing 
 
5 Three String Pieces (1933) withdrawn 
 
Dedicatee: John Frederick Staton145 
Movements: Nocturne | Canon | Romance 
Premiere: Mr W. Wigley (violin), Mrs Wigley (violin), C 
Brooks (viola), C Wilson (cello), Brookhill Hall, 20 October 
1933 
 
6’ 
6 Rhapsody for piano, oboe & bassoon (1933) withdrawn 
 
Dedicatees: A & I Winfield 
Premiere: Roger Sacheverell Coke (piano), A Winfield 
(oboe), I Winfield (bassoon), Brookhill Hall, 20 October 
1933 
 
 
7 3 Small Pieces for wind quartet (date unknown) withdrawn 
 
Dedicatee: Gilbert Inglefield146 
Movements: Arabesque | Pastorale | Plainte 
Premiere: Gilbert Inglefield (flute), A Winfield (oboe), G 
Parker (clarinet), I Winfield (bassoon), Brookhill Hall, 20 
October 1933 
 
 
8 Piano Quintet (date unknown) withdrawn 
 
Dedicatee: Ethel Boileau147 
Premiere: Roger Sacheverell Coke (piano), Mr W. Wigley 
(violin), Mrs Wigley (violin), C Brooks (viola), C Wilson 
(cello), Brookhill Hall, 20 October 1933 
 
 
9 not known   
 
10 
 
Improvisata for violin and piano (date unknown) withdrawn 
 
Premiere: Roger Sacheverell Coke and (?), Blue Triangle 
Hall, Nottingham (YWCA), 12 January 1934 
 
 
11 not known 
 
 
 
145 John Frederick Staton (1883-1961) was Coke’s theory teacher. 
146 Gilbert Inglefield (1909-91) was a Coke family friend and was Lord Mayor of London from 1967-68. 
147 Ethel Boileau was an English novelist and friend of Coke’s mother. 
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Opus Title / Information 
 
Timing 
 
12 First Piano Sonata in D minor148 (1935) withdrawn 
 
Dedicatee: George Chavchavadze 
Movements: I. Largo, mesto – Allegro agitato | II. Andante 
Premiere: Roger Sacheverell Coke (piano), Brookhill Hall, 
Pinxton or Bradbury Hall, Chesterfield, 27 Jan 1935 
 
14’ 
13 First Symphony in E minor149 (1934) withdrawn 
 
Premiere: John Frederick Staton (conductor), Chesterfield 
Symphony Orchestra), Bradbury Hall, Chesterfield or 
Brookhill Hall, Pinxton, 27 January 1935 
 
 
14 not known   
 
15 
 
Variations and Fugue for piano in D minor (1935)150 
 
 
9’ 
16 Elegy for a Dead Musician for contralto, violin and orchestra (or 
piano)151 (1934) withdrawn 
 
Dedicatee: Bridget Tallents 
Text: William Blake, ‘Dedication of the Designs to Blairs’ 
‘Grave’ 
Premiere: Margaret Balfour (contralto), Leslie Huckaby 
(violin), Roger Sacheverell Coke (piano), Grand Theatre, 
Derby, April 1935 
 
8’ 
 
17 not known  
 
18 
 
not known 
 
 
148 Broadcast by the BBC. 
149 Broadcast by the BBC. 
150 The Variations and Fugue in D minor appear to have eventually been assigned opus 21, possibly when they were 
revised in 1938.  In the programme for a performance of the work in 1936, they are listed – presumably in error – as 
opus 15. 
151 Broadcast by the BBC.  The score (in a copyist’s hand) held at the Coke-Steel Archive bears a footnote: ‘The Elegy 
was played for Rachmaninoff at his home in Switzerland (Villa Senar) in August 1935, by the composer, on the 
piano.  So was the First Piano Sonata (on the same occasion)’. 
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Opus Title / Information 
 
Timing 
 
 
19 
 
Six Songs for soprano or tenor152 (1935) 
 
Text: Percy Bysshe Shelley & William Shakespeare 
Songs: I. I Dreamed That As I Wandered (Shelley) |  
II. No Longer Mourn (Shakespeare) | III. Most Sweet It Is 
(Wordsworth) | IV. On A Poet's Lips (Shelley) | V. I 
Wandered Lonely (Wordsworth) | VI. When The Lamp Is 
Shattered (Shelley) 
 
 
15’ 
20 Two Songs for soprano or tenor and strings (or piano) (1935) 
 
Text: William Wordsworth 
Songs: I. It is a Beauteous Evening153 
 
 
21 Variations and Fugue for piano in D minor (1935, 1938) 
 
Dedicatee: Alan Bush 
Premiere: Roger Sacheverell Coke (piano), Brookhill Hall, 
Pinxton, 14 January 1936 
 
9’ 
22 Second Symphony in G minor154 (1936-38) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: Sergei Rachmaninoff 
Movements: I. Moderato Maestoso | II. Andantino |  
III. Andante sostenuto | IV. Finale.  Moderato Maestoso 
Orchestration: 2.2.2(Bb).2(+c.fag) – 4.2.3.1 – timp. – perc., 
str. 
Premiere: Brookhill Symphony Orchestra, Roger 
Sacheverell Coke (conductor), Brookhill Hall, Pinxton, 
Nottingham, 22 September 1940 
 
32’ 
23/3 Waltz for piano  
 
[only fragment extant] 
 
 
 
152 Broadcast by the BBC. 
153 There is some confusion over Coke’s allocation of opus 21.  His works list, complete to 1950 (held at the Coke-
Steel Archive) gives the work It is a Beauteous Evening opus 21 no. 1, incorrectly.  The manuscript of the song gives 
the correct details: opus 20 no. 1. 
154 Broadcast by the BBC. 
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Opus Title / Information 
 
Timing 
 
24 First Cello Sonata in D minor155 (1936) 
 
Dedicatee: Dorothy Coke156 
Movements: I. Andante sostenuto – allegro moderato | II. 
Adagio, largo assai, mesto | III. Scherzo: Presto 
scherzando (tempo giusto) | IV. Finale: Quasi una 
Fantasia.  Andante tranquillo – molto allegro 
Premiere: Alan Morton (cello) & Roger Sacheverell Coke 
(piano), Brookhill Hall, Pinxton, 27 June 1936 
London Premiere: Alan Morton (cello) & Roger 
Sacheverell Coke (piano), Aeolian Hall, 10 December 1936 
Recording 1: Raphael Wallfisch (cello).  Simon Callaghan 
(piano). Lyrita, 2019 
 
17’ 
(20’) 
25 First Vocal Concerto for soprano and orchestra (or piano) (1934)  
 
Dedicatee: Barbara Welby 
Text: Alfred Tennyson, ‘The Princess’ 
Premiere: Barbara Welby, Brookhill Symphony Orchestra, 
Roger Sacheverell Coke, Nottingham, 25 October 1942 
 
14’ 
26 Second Piano Sonata in G (1936) 
 
Dedicatee: Charles Lynch 
Movements: I. Moderato maestoso | II. Adagio sostenuto 
| III. Allegro agitato 
 
18’ 
27 Ballade in C for piano (1936) 
 
Dedicatee: Griselda Gould157 
Premiere: Charles Lynch (piano), Aeolian Hall, London, 10 
Dec 1936 
 
5’ 
28 Third Piano Sonata in A minor (1937) 
 
18’ 
 
155 In a number of sources, the First Cello Sonata is referred to as ‘Sonatina’, although on the manuscript (held at 
the Coke-Steel Archive), the title ‘Sonata’ is clearly given. 
156 Dorothy Coke (1880-1957) was Coke’s mother. 
157 Griselda Gould (1914-1995) was married to the pianist, Louis Kentner (1905-87). 
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Opus Title / Information 
 
Timing 
 
29 Second Cello Sonata in C158 (1938) 
 
Dedicatee: Alan Morton 
Movements: I. Moderato maestoso – Allegro 
appassionato | II. Adagio molto e maestoso, con gran 
espressione | III. Finale (quasi variazioni).  Allegro non 
troppo 
Premiere: Alan Morton (cello), Roger Sacheverell Coke 
(piano), Brookhill Hall, 5 January 1939 
Recording 1: Raphael Wallfisch (cello).  Simon Callaghan 
(piano). Lyrita, 2019 
Recording 2: Alexander Baillie (cello). Piers Lane (piano).  
BBC Cardiff / BBC Radio 3, 14 November 1984,  recording 
of broadcast. British Library Catalogue Number: B5034/2 
 
24’ 
(25’) 
30 Third Piano Concerto in E flat159 (1938) 
 
Dedicatee: Charles Lynch 
Movements: I. Moderato maestoso | II. Quasi variazioni: 
Adagio sostenuto | III. Finale: Moderato maestoso 
Orchestration: 2.2.2(Bb).2 – 4.2.3.1 – timp. – perc. (bass 
drum, cymbals, triangle, snare drum), str. 
Premiere: Charles Lynch, Bournemouth Municipal 
Orchestra, Richard Austin, 3 August 1939 
Recording: Simon Callaghan (piano).  BBC Scottish 
Symphony Orchestra.  Martyn Brabbins (conductor).  
Hyperion Records CDA68173, 2017 
 
30’ 
(30’) 
31 November Afternoon for soprano or tenor (1939) 
 
Dedicatee: Madame Rachmaninoff 
Text: Ralf Allsebrook160 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Mansfield, 6 December 1939 
 
3’ 
 
158 Broadcast by the BBC. 
159 Broadcast by the BBC. 
160 Ralf Allsebrook (1920-1943) was a family friend and brother of Peter Allsebrook, godfather to Coke’s nephew 
Christopher Darwin.  Griselda Brook (Coke’s niece) talked of the romantic love – possibly unrequited – that Coke 
had for Ralf in a 2016 interview (Brook, "Memories of Roger Sacheverell Coke".) Ralf was killed in the Second World 
War. 
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Opus Title / Information 
 
Timing 
 
32 Elegiac Trio in C minor for piano, violin and cello (1938-9) 
 
Dedicatee: Bridget Jackson161 
Movements: I. Elegy. Allegro moderato | II. Adagio 
tranquillo con gran espressione e con devozione | III. 
Scherzo. Presto scherzando | IV. Finale. Quasi una 
fantasia.  Allegro appassionato 
Premiere: Garth Gainsford (violin), Alan Morton (cello), 
Roger Sacheverell Coke (piano), Borough Court, 
Winchfield, 1 August 1939 
 
32’ 
33, 34 Twenty-Four Preludes for piano (Book 1: 1938, Book 2: 1941) 
 
Dedicatee: Dorothy Coke162 
Movements : Book 1: 1 Appassionato in C | 2 Andante in 
A minor |3 Andantino in G |4 Molto maestoso in E minor 
|5 Andantino in D |6 Presto agitato in B minor |7 Grazioso 
in A | 8 Lento maestoso in F sharp minor |9 Leggiero 
scherzando in E |10 Vivace in C sharp minor |11 Andante 
cantabile in B 
Book 2: 12 Allegro scherzando in G sharp minor |13 
Cantabile in F sharp |14 Allegro assai in E flat minor |15 
Andante cantabile in D flat |16 Andantino patetico in B 
flat minor |17 Moderato in A flat |18 Presto agitato in F 
minor |19 Allegro comodo in E flat |20 Languido e rubato 
in C minor |21 Amabile in B flat |22 Andantino in G minor 
|23 Amabile in F |24 Maestoso in D minor 
Recording 1: Simon Callaghan (piano).  SOMM Recordings 
(New Horizons) SOMMCD0147, 2015 
Recording 2: Simon Callaghan (piano).  Lyrita, 2020 
 
35’ 
(49’) 
(54’) 
  
 
161 Elizabeth Bridget Jackson (1909-91) was Godmother to Coke’s niece Griselda Brook and a family friend. 
162 Dorothy Coke (1880-1957) was Coke’s mother. 
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35 Sacred Concerto in A minor for soprano, cello, piano and oboe 
(1939) 
 
Dedicatee: Princess Marina Chavchavadze163 
Text: 3 Psalms Of David: “O Lord, Rebuke Me Not” (From 
Psalm 6), “I Will Praise Thee, O Lord” (From Psalm 9) And 
“Judge Me, O God” (From Psalm 43) 
Movements: I. Andante | II. Allegro moderato, ritmico | 
III. Lento maestoso 
Premiere (piano version): Barbara Welby (soprano) Roger 
Sacheverell Coke (piano) A L Winfield (oboe) Alan Morton 
(cello), Southwell Minster, Nottingham, 23 April 1939 
 
13.5’ 
36 Poem for cello, piano and small orchestra (1939/41) 
 
Dedicatee: Alan Morton 
Orchestration: 2.2.2(A).2 – 4.0.0.0. – timp. – str. 
 
8’ 
37 Fifteen Variations and Finale in C minor for piano (1939) 
 
Dedicatee: Prince George Chavchavadze164 
Recording: Simon Callaghan (piano).  SOMM Recordings 
(New Horizons) SOMMCD0147, 2015 
 
18’ 
(29’) 
38 Fourth Piano Concerto in C sharp minor (1940) 
 
Dedicatee: Eileen Joyce165 
Movements : I. Moderato maestoso | II. Intermezzo: 
Andante | III. Finale: Allegro, molto agitato 
Orchestration: 2.2.2(A).2+contra – 4.2.3.1 – timp. – perc. 
(bass drum, cymbals, triangle, tambourine, tam tam) – str. 
Premiere: Roger Sacheverell Coke (piano), Trevor Harvey 
(conductor), Brookhill Symphony Orchestra, Sutton in 
Ashford, 9.12.1941 
Recording: Simon Callaghan (piano).  BBC Scottish 
Symphony Orchestra.  Martyn Brabbins (conductor).  
Hyperion Records CDA68173 
 
30’ 
(30’) 
 
163 Princess Marina Chavchavadze (1905-94) was the sister of Prince George Chavchavadze (1904-52), dedicatee of 
Coke’s Fifteen Variations & Finale in C minor opus 37. 
164 Prince George Chavchavadze (1904-52) was a Russian concert pianist and brother of Princess Marina 
Chavchavadze (1905-94), dedicatee of Coke’s Sacred Concerto opus 35. 
165 Although she was the dedicatee of the Fourth Piano Concerto, there is no evidence that Eileen Joyce (1908-91) 
ever performed it. 
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39 Six Songs for soprano or tenor (1939) 
 
Dedicatee: Guy Branch 
Text: Humbert Wolfe 
Songs: 1. A Little Music | 2. I Will Tell You What Love Is |  
3. Love’s A Ghost | 4. Romance | 5. If You Remember Me | 
6. Have I Not Heard 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Brookhill Hall, Pinxton, Nottingham, 18 June 
1939 
London Premiere (nos. 1 & 3): Barbara Welby (soprano), 
Roger Sacheverell Coke (piano), Dorchester Hotel, 
London, 31 January 1943 
 
15’ 
40 Six Songs for contralto or bass (1939)  
 
Dedicatee: Vera St. John 
Text: Humbert Wolfe 
Songs: 1. I Have Loved Violins | 2. As Gold Caesar | 3. Now 
In These Fairylands | 4. A Candle Cool | 5. The Fool Hath 
Said | 6. Why Should A Man Complain 
Premiere (no. 1): Bridget Tallents (contralto), Roger 
Sacheverell Coke (piano), Winchfield, 1 August 1939 
Premiere (complete set): Will Taylor (tenor), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 
Nottingham, 23 October 1939 
London Premiere: Marianne Mislap-Kapper (voice), Roger 
Sacheverell Coke (piano), Queen Mary Hall 3 April 1943 
 
12’ 
41 Prelude to ‘The Cenci’ for orchestra (1940) 
 
Dedicatee: Richard Austin 
Premiere: Symphony Orchestra, Richard Austin 
(conductor), Southwell Minster, Nottinghamshire, 22 
February 1941 
Orchestration: 2(+picc).2(+ca).2(+bc).2(+c.fag) – 4.3.3.1 – 
harp – timp. – perc. – str.  
[Also arranged by the composer for solo piano] 
 
6’ 
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41 The Cenci (opera in three acts) (1940-41, 1950) 
 
Dedicatee: Richard Austin 
Libretto: Roger Sacheverell Coke after Percy Bysshe 
Shelley  
Orchestration: 2(+picc).2(+ca).2(+bc).2(+c.fag) – 4.3.3.1 – 
harp – timp. – perc. – celeste – str. 
Premiere: Scala Theatre, London, Eugene Goossens 
(conductor) 5 November 1959 
 
120’ 
42 Six Songs for contralto or bass (1941) 
 
Dedicatee: Bridget Tallents 
Text: Humbert Wolfe 
Songs: 1. Let Not Your Heart | 2. Two Obols | 3. The 
Launch | 4. Spring | 5. Quiet | 6. The Donkey Who Would 
Not Go 
Premiere: Bridget Tallents (contralto), Roger Sacheverell 
Coke (piano), Brookhill Hall, Pinxton, Nottingham, 27 April 
1941 
 
15’ 
43 Eight Songs for soprano or tenor (1941) 
 
Dedicatee: Barbara Welby 
Text: From plays by Francis Beaumont and John Fletcher 
Songs: 1. A Farewell | 2. To Melancholy | 3. Invocation To 
Venus | 4. Love’s Emblem | 5. Turn Thy Face Away |  
6. Beauty Clear And Fair | 7. Dirge | 8. Pastoral 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Blue Triangle Hall, Nottingham, 22 
November 1941 
London Premiere: Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Wigmore Hall, 10 October 1950  
 
15-20’ 
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44 Third Cello Sonata in A minor (1941) 
 
Dedicatee: Kinkie Halswell 
Movements: I. Andantino – Allegro | II. Largo assai | III. 
Scherzo (quasi variazioni) 
Premiere: Alan Morton (cello), Roger Sacheverell Coke 
(piano), Brookhill Hall, 27 May 1942 
London Premiere: Sela Trau (cello), Roger Sacheverell 
Coke (piano), Wigmore Hall, 6 October 1951 
Recording: Raphael Wallfisch (cello).  Simon Callaghan 
(piano). Lyrita, 2019 
 
25’ 
(26’) 
45 First Symphonic Poem, ‘The Lotos Eaters’ (after Tennyson) 
(1941) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: Brookhill Symphony Orchestra 
Premiere: Brookhill Symphony Orchestra, Roger 
Sacheverell Coke (conductor), 25 October 1942 
 
13’ 
46 First Violin Sonata in D minor (1940-42) 
 
Dedicatee: Raymond Mosley 
Movements: I. Poco lento – Allegro ritmico | II. Andante 
sostenuto | III. Scherzo: Allegro scherzando | IV. Finale: 
Quasi una fantasia: Lento assai.  Epilogue: Maestoso 
Premiere: Raymond Mosley (violin), Roger Sacheverell 
Coke (piano), Dorchester Hotel, London, 31 January 1943 
Recording: Rupert Marshall Luck (violin).  Matthew 
Rickard (piano).  EM Records EMRCD018 
 
25’ 
47 Second Vocal Concerto for soprano and orchestra (or piano) 
(1942) 
 
Dedicatee: Oliver Welby 
Text: Barbara Welby, ‘A Winter’s Dawn’ 
Movements: I. Poco allegretto | II. Largo doloroso |  
III. Allegro marziale 
Premiere (piano version): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 31 May 
1942 
Premiere (orchestral version): Barbara Welby (soprano), 
Brookhill Symphony Orchestra, Roger Sacheverell Coke 
(conductor), Nottingham, 25 October 1942 
 
18’ 
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48 Clarinet Sonata in C (1942, 50) 
 
[unfinished] 
Movements: I. Allegro risoluto 
 
 
49 Six Songs for contralto or bass (1942) 
 
Dedicatee: Marianne Mislap-Kapper 
Text: Oscar Wilde 
Songs: 1. At Verona | 2. Amor Intellectualis | 3. My Voice | 
4. Santa Decca | 5. La Flute De La Lune | 6. Apologia 
Premiere: Marianne Mislap-Kapper (contralto), Roger 
Sacheverell Coke (piano), Nottingham Music Club, 9 
January 1943 
London Premiere (nos. 2, 3 & 4): Marianne Mislap-Kapper 
(contralto), Roger Sacheverell Coke (piano), Queen Mary 
Hall, London, 3 April 1943 
 
12-15’ 
50 Four Songs for soprano or tenor (1942/3) 
 
Text: Barbara Welby 
Song: Invocation 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Brookhill Hall, Pinxton, 21 January 1951 
 
 
51 
 
Second Symphonic Poem, ‘Elegiac Ballade’ (1942-3) 
 
Dedicatee: The Pilots of the Royal Air Force 
Orchestration: 2(+picc).2(+ca).2.2(+c.fg) – 4.3.3.1 – 2 
harps – piano – timp. – perc. – str. 
[Also arranged by the composer for solo piano] 
 
 
14’ 
52 Variations in G minor on Rachmaninov’s Song, ‘A Soldier’s Wife’ 
(1943) 
20’ 
 
53 
 
Third Symphonic Poem, ‘Dorian Gray’ (1943/50) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: Arnold Bax 
Orchestration: 2(+picc).2(+ca).2(+bc).2(+c.fg) – 4.3.3.1 – 
harp – timp. – perc. – str. 
 
 
14’ 
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54 Fourteen Songs, from Rhymes and Roundelayes for high voice 
(1948) 
 
Dedicatee: Freda Orton 
Text: Various 
Songs: 1. Harvest Song (Von Salis) | 2. Sweet Spring, Thou 
Com’st (Drummond) | 3. ’Tis Summer (Anon) | 4. Morning 
Melodies (Beattie) | 5. Winter Song (Holty) | 6. Up, Let Us 
Greet (Von Nifen) | 7. Up, Amaryllis (Bellman) | 8. Sickles 
Sound (Holty) | 9. Shepherds All (Fletcher) [Including A 
Flute Obbligato] | 10. Little Streams (Howitt) | 11. June 
(Stoddard) | 12. Now Time Throws Off His Cloak Again 
(Duke Of Orleans) | 13. May, Sweet May (Kirchberg) |  
14. The Awakening Year (Reed) 
Premiere (nos. 7 & 8): Brian Suter (tenor), Roger 
Sacheverell Coke (piano), Pinxton, 10 April 1965  
Premiere (nos. 6, 9 & 14): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Wigmore Hall, London, 3 
October 1950 
 
20’ 
55 Second Violin Sonata in B flat minor (1943/50) 
 
Dedicatee: Jan Sedivka166 
Premiere (first movement): Jan Sedivka (violin), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 20 
September 1958  
 
25’ 
56 Third Symphony (1948, 58) 
 
[Unfinished, also arranged by the composer for solo piano] 
Dedicatee: William Leak or Eugene Goossens167 
Orchestration: 3.2(+ca).2(+bc).2(+c.fg) – 4.3.3.1 – timp. –str. 
 
30’ 
 
166 Czech violinist Jan Boleslav Sedivka (1917-2009) was ‘widely regarded as one of Australia’s leading violinists and 
string teachers’ (Marina Robinson, "The Left Hand Pedagogy of Violinist Jan Sedivka," String Praxis, 2, no. 1 (2013): 
15.)  Sedivka himself studied in England with Max Rostal (1905-91).  See Philippe Borer, "Aspects of European 
Influences on Violin Playing and Teaching in Australia" (Master of Music University of Tasmania, 1988), 16 for 
further information. 
167 Two separate sketches exist for Coke’s Third Symphony (both are held at the Coke-Steel Archive).  One lists 
William Leak as the dedicatee, while the other gives Eugene Goossens. 
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57 Fifth Piano Concerto in D minor, ‘The Orton’168 (1947, 50) 
 
[Only one (slow) movement extant) 
Dedicatee : F. Orton 
Movement : Andante piacevole 
Orchestration: 2.2.2(B).2 – 4.2.3.1 – timp. – str. 
Recording: Simon Callaghan (piano).  BBC Scottish 
Symphony Orchestra.  Martyn Brabbins (conductor).  
Hyperion Records CDA68173 
 
9’ 
(30’)
169 
58 Thirty Songs for low voice170 (1948-9) 
 
Dedicatees: Frances and Ronald Coke-Steel 
Text: Robert Burns 
Songs: 1. Despondency | 2. Innocence | 8. A Toast |  
9. Delia | 10. On Chloris Being Ill | 11. The Lover’s Morning 
Salute To His Mistresss | 16. Phillis The Fair | 18. Wilt 
Thou By My Dearie? | 19. The Banks Of Cree | 29. The 
Charming Month Of May | No Number: Open The Door To 
Me, O 
Premiere (nos. 1, 18 & 19): Marianne Mislap-Kapper 
(contralto), Roger Sacheverell Coke (piano), Nottingham, 
13 December 1951 
Premiere (no. 29): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 21 
January 1951 
 
40’ 
59 Trio in G, ‘Ortina’ for flute, viola and piano (1948-9) 
 
Dedicatee: Ortina 
Movements : I. Andantino | II. Andante espressivo | III. 
Scherzo: Poco allegro, leggiero, scherzando | IV. Finale: 
Serenade. Poco lento, comodo 
 
36’ 
 
168 Further information on the dedicatee of the Fifth Piano Concerto is yet to be uncovered, although it may feasibly 
be Freda Orton, the dedicatee of Fourteen Songs, from Rhymes and Roundelayes opus 54. 
169 Coke’s manuscript gives 30 minutes as the total timing for the work, of which only one movement is extant. 
170 Although the set is referred to as ‘Thirty Songs’ in Coke’s own works list, only ten songs survive, and the score 
held in the Coke-Steel Archive (in a copyist’s hand) is entitled ‘10 Burns Songs (from 30 short Burns songs, opus 58)’. 
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60 Viola Sonata in C minor (1948/49) 
 
Dedicatee: Gordon Fox 
Movements : I. Allegro agitato | II. Andante Semplice | III. 
Scherzo:  Presto scherzando | IV. Finale: Quasi una 
fantasia.  Moderato (rubato) 
Premiere: Watson Forbes (viola), Roger Sacheverell Coke 
(piano), Wigmore Hall, 10 October 1950  
 
27’ 
61 Variations in B flat on ‘Drink To Me Only With Thine Eyes’ (1949) 
 
Dedicatee: Louis Kentner 
 
25’ 
62 Fourth Cello Sonata in A  (1949-50, 1966 or 1970)171 
 
[unfinished] 
Dedicatee: Richard Webb or Peter White 
 
 
63 Sixth Piano Concerto in C minor (1954, 1965-6, 1969) 
 
[also listed as opus 79, only short score sketches extant] 
Dedicatee: (various listed: John Williams (1965/6), ded. 
Oliver Welby (1954/69) 
Movements: I. Moderato | II. Quasi variazioni.  Adagio 
Sostenuto (in 1954 sketches: Poco adagio, con gran 
espressione) 
 
 
64 not known   
 
65 
 
Piano Quintet (1970)172 
 
Dedicatee: Simon Holwell? 
 
 
66 String Quartet (1971) 
 
[unfinished] 
Dedicatee: Clive Jones or the Alfreton Hall String 
Quartet173 
Movements: I: Moderato | 2: Scherzo 
 
 
 
171 A number of composition dates are given in the sources for the Fourth Cello Sonata; Coke’s own works list of 
1950 (held at the Coke-Steel Archive) lists it as opus 62. 
172 The Piano Quintet is listed variously as opus 65 and opus 82 on the sketches (held at the Coke-Steel Archive).   
Various dates are given, including 1964 and 1970. 
173 The sketches of Coke’s String Quartet opus 66 (held at the Coke-Steel Archive) each give a different dedicatee. 
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67 Six Songs for soprano or tenor (1954) 
 
Dedicatee: Olive Wright 
Text: Emily Brontë 
Songs: 1. If Grief For Grief Can Touch Thee | 2. I’ll Not 
Weep That Thou Are Going To Leave Me | 3. Shall Earth 
No More Inspire Thee | 4. Sleep Not, Dream Not | 5. Fall, 
Leaves, Fall | 6. The Visionary 
 
 
68 not known   
 
69 
 
not known  
 
 
70 
 
Six Songs for high voice (1956) 
 
Dedicatee: Barbara Welby 
Text: Rabindranath Tagore 
Songs: 1. Day After Day He Comes And Goes Away |  
2. Why Did He Choose To Come To My Door? | 3. Do Not 
Keep To Yourself The Secret Of Your Heart | 4. I Run As A 
Musk-Deer Runs | 5. Love, My Heart Longs Day And Night 
| 6. Speak To Me, My Love!    
 
 
71 Six Songs for high voice (1956) 
 
Dedicatee: Cossack Shannon 
Text: Rabindrath Tagore 
Songs: 2. Tell Me If This Be All True, My Lover | 4. If You 
Would Have It So, I Will End My Singing 
 
 
72 Six Songs for high voice (1957) 
 
Dedicatee: Doris 
Text: Walter de la Mare 
Songs: 1. Peace | 2. Adieu | 3. When The Rose Is Faded | 
4. Voices | 5. Snowing | 6. Music 
 
 
73 Variations in C sharp minor (1957-8) 
 
Dedicatee: Julie Marie Baud174 
 
15’ 
 
174 Julie Marie Baud (1891-1965) was Coke’s governess and remained at Brookhill Hall until her death. 
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74/1 Thule for soprano (1958) 
 
Dedicatee: Barbara (Welby?)  
Text: Walter de la Mare 
Premiere: June Chambers (soprano), Roger Sacheverell 
Coke (piano), Nottingham Tuesday Music Club, 4 February 
1958 
 
 
75 Fifth Cello Sonata (1962) 
 
[unfinished] 
 
 
76 
 
not known  
 
 
77 
 
not known  
 
 
78 
 
not known  
 
 
79 
 
Sixth Piano Concerto in C minor (see opus 63) 
 
 
80 Violin Concerto (1960) 
 
[unfinished] 
Dedicatee: Raymond Mosley 
 
 
81 
 
Four Songs (1966-67) 
 
Dedicatee: Hugo Meynell 
Text: William Butler Yeats 
Songs: 1. A Cradle Song | 2. When You Are Old | 3. The 
Song Of The Old Mother | 4. The Song Of The Wandering 
Aengus 
 
 
81 Three Songs for soprano (1960)175 
 
Dedicatee: Percy Young 
Text: David Herbert Lawrence 
Songs: 1. The Little Town At Evening | 2. The End | 3. In A 
Spanish Tram Car 
 
 
 
175 Coke’s manuscripts (held at the Coke-Steel Archive) assign opus number 81 to two different sets of songs. 
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82 Piano Quintet in F minor (1967) 
 
[unfinished] 
Dedicatee: Patricia Hurst 
Movements: I. Moderato 
 
 
83 Second Trio in G minor (1960-1)176 
 
[unfinished] 
Movements: I. Andantino 
 
 
Works without opus: 
 
Title / Information 
 
Timing 
Polichinelle and Inventions (in 2 parts) for piano  (1936) 
 
Dedicatee (Inventions): Emanuel Yarovsky 
 
4’ 
Berceuse for piano (1936) 
 
Dedicatee: Griselda Brook177 
Recording: Simon Callaghan (piano).  Lyrita, 2021 
 
1’30” 
(2’) 
Third Violin Sonata (1953-1968) 
 
[unfinished] 
Movements: I. Andantino 
 
 
Moment Musical in D minor for piano (1954)  
 
Dedicatee: John Williams 
Premiere: Eunice Timms, Nottingham Music Festival, 18 
November 1956 
 
 
 
176 The Coke-Steel Archive also holds sketches for a ‘Second Trio for piano, violin & ‘cello’, dated 1969.  The first 
movement headed ‘Risoluto’ is in the 1969 sketch. 
177 Griselda Brook (née Darwin) is Coke’s niece. 
  
117 
Title / Information 
 
Timing 
Song (1964) 
 
Dedicatee: Julie 
Text: William Butler Yeats 
Songs: The Rose Of The World (Yeats) | The Moon (Shelley) 
Premiere: Brian Suter (tenor), Roger Sacheverell Coke (piano), 
Brookhill Hall, Pinxton, 10 April 1965 
  
 
Song (1964) 
 
Dedicatee: Donald Grundy 
Text: Percy Bysshe Shelley 
Song: The Moon 
Premiere: Brian Suter (tenor), Roger Sacheverell Coke (piano), 
Brookhill Hall, Pinxton, 10 April 1965 
 
 
Piano Concerto in G minor (1970) 
 
[unfinished, in short score only] 
 
 
Piano Studies (1971) 
 
 
Third Violin Sonata (date unknown) 
 
[unfinished] 
 
 
Song for soprano or tenor (1966) 
 
Dedicatee: Hugo Meynell 
Text: William Butler Yeats 
Song: The Lover Pleads With His Friend For Old Friends 
 
 
Daffodils (date unknown)178 
 
 
Dearest Do Not You Delay Me (date unknown)179 
 
 
Isles of Greece (date unknown)180 
 
Text: Lord Byron 
 
  
 
178 Listed as part of opus 19 in several concert programmes, this song does not appear in the score of the work. 
179 This song is given on concert programmes as opus 43, but does not appear in the manuscript of this opus. 
180 ‘Isles of Greece’ was reportedly written especially for the concert Coke gave at the Dorchester Hotel on 31 
January 1943, but features on none of Coke’s works lists or in any of his manuscripts.  See Performance List for 
more information. 
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Timing 
2 Romanza for piano trio (date unknown) withdrawn 
 
Dedicatee: Dorothy Coke181 
 
 
5 Three String Pieces (1933) withdrawn 
 
Dedicatee: John Frederick Staton182 
Movements: Nocturne | Canon | Romance 
Premiere: Mr W. Wigley (violin), Mrs Wigley (violin), C 
Brooks (viola), C Wilson (cello), Brookhill Hall, 20 October 
1933 
 
6’ 
6 Rhapsody for piano, oboe & bassoon (1933) withdrawn 
 
Dedicatees: A & I Winfield 
Premiere: Roger Sacheverell Coke (piano), A Winfield 
(oboe), I Winfield (bassoon), Brookhill Hall, Pinxton, 20 
October 1933 
 
 
7 3 Small Pieces for wind quartet (date unknown) withdrawn 
 
Dedicatee: Gilbert Inglefield183 
Movements: Arabesque | Pastorale | Plainte 
Premiere: Gilbert Inglefield (flute), A Winfield (oboe), G 
Parker (clarinet), I Winfield (bassoon), Brookhill Hall, 
Pinxton, 20 October 1933 
 
 
8 Piano Quintet (date unknown) withdrawn 
 
Dedicatee: Ethel Boileau184 
Premiere: Roger Sacheverell Coke (piano), Mr W. Wigley 
(violin), Mrs Wigley (violin), C Brooks (viola), C Wilson 
(cello), Brookhill Hall, Pinxton, 20 October 1933 
 
 
 
181 Dorothy Coke (1880-1957) was Coke’s mother. 
182 John Frederick Staton (1883-1961) was Coke’s theory teacher. 
183 Gilbert Inglefield (1909-91) was a Coke family friend and was Lord Mayor of London from 1967-68. 
184 Ethel Boileau was an English novelist and friend of Coke’s mother. 
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10 Improvisata for violin and piano (date unknown) withdrawn 
 
Premiere: Roger Sacheverell Coke and (?), Blue Triangle 
Hall, Nottingham (YWCA), 12 January 1934 
 
 
24 First Cello Sonata in D minor185 (1936) 
 
Dedicatee: Dorothy Coke186 
Movements: I. Andante sostenuto – allegro moderato | II. 
Adagio, largo assai, mesto | III. Scherzo: Presto 
scherzando (tempo giusto) | IV. Finale: Quasi una 
Fantasia.  Andante tranquillo – molto allegro 
Premiere: Alan Morton (cello) & Roger Sacheverell Coke 
(piano), Brookhill Hall, Pinxton, 27 June 1936 
London Premiere: Alan Morton (cello) & Roger 
Sacheverell Coke (piano), Aeolian Hall, 10 December 1936 
Recording 1: Raphael Wallfisch (cello).  Simon Callaghan 
(piano). Lyrita, 2019 
 
17’ 
(20’) 
29 Second Cello Sonata in C187 (1938) 
 
Dedicatee: Alan Morton 
Movements: I. Moderato maestoso – Allegro 
appassionato | II. Adagio molto e maestoso, con gran 
espressione | III. Finale (quasi variazioni).  Allegro non 
troppo 
Premiere: Alan Morton (cello), Roger Sacheverell Coke 
(piano), Brookhill Hall, 5 January 1939 
Recording 1: Raphael Wallfisch (cello).  Simon Callaghan 
(piano). Lyrita, 2019 
Recording 2: Alexander Baillie (cello). Piers Lane (piano).  
BBC Cardiff / BBC Radio 3, 14 November 1984,  recording 
of broadcast. British Library Catalogue Number: B5034/2 
 
24’ 
(25’) 
 
185 In a number of sources, the First Cello Sonata is referred to as ‘Sonatina’, although on the manuscript (held at 
the Coke-Steel Archive), the title ‘Sonata’ is clearly given. 
186 Dorothy Coke (1880-1957) was Coke’s mother. 
187 Broadcast by the BBC. 
  
120 
Opus Title / Information 
 
Timing 
32 Elegiac Trio in C minor for piano, violin and cello (1938-9) 
 
Dedicatee: Bridget Jackson188 
Movements: I. Elegy. Allegro moderato | II. Adagio 
tranquillo con gran espressione e con devozione | III. 
Scherzo. Presto scherzando | IV. Finale. Quasi una 
fantasia.  Allegro appassionato 
Premiere: Garth Gainsford (violin), Alan Morton (cello), 
Roger Sacheverell Coke (piano), Borough Court, 
Winchfield, 1 August 1939 
 
32’ 
35 Sacred Concerto in A minor for soprano, cello, piano and oboe 
(1939) 
 
Dedicatee: Princess Marina Chavchavadze189 
Text: 3 Psalms Of David: “O Lord, Rebuke Me Not” (From 
Psalm 6), “I Will Praise Thee, O Lord” (From Psalm 9) And 
“Judge Me, O God” (From Psalm 43) 
Movements: I. Andante | II. Allegro moderato, ritmico | 
III. Lento maestoso 
Premiere (piano version): Barbara Welby (soprano) Roger 
Sacheverell Coke (piano) A L Winfield (oboe) Alan Morton 
(cello), Southwell Minster, Nottingham, 23 April 1939 
 
13.5’ 
44 Third Cello Sonata in A minor (1941) 
 
Dedicatee: Kinkie Halswell 
Movements: I. Andantino – Allegro | II. Largo assai | III. 
Scherzo (quasi variazioni) 
Premiere: Alan Morton (cello), Roger Sacheverell Coke 
(piano), Brookhill Hall, 27 May 1942 
London Premiere: Sela Trau (cello), Roger Sacheverell 
Coke (piano), Wigmore Hall, 6 October 1951 
Recording: Raphael Wallfisch (cello).  Simon Callaghan 
(piano). Lyrita, 2019 
 
25’ 
(26’) 
 
188 Elizabeth Bridget Jackson (1909-91) was Godmother to Coke’s niece Griselda Brook and a family friend. 
189 Princess Marina Chavchavadze (1905-94) was the sister of Prince George Chavchavadze (1904-52), dedicatee of 
Coke’s Fifteen Variations & Finale in C minor opus 37. 
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Opus Title / Information 
 
Timing 
46 First Violin Sonata in D minor (1940-42) 
 
Dedicatee: Raymond Mosley 
Movements : I. Poco lento – Allegro ritmico | II. Andante 
sostenuto | III. Scherzo: Allegro scherzando | IV. Finale: 
Quasi una fantasia: Lento assai.  Epilogue: Maestoso 
Premiere: Raymond Mosley (violin), Roger Sacheverell 
Coke (piano), Dorchester Hotel, London, 31 January 1943 
Recording: Rupert Marshall Luck (violin).  Matthew 
Rickard (piano).  EM Records EMRCD018 
 
25’ 
48 Clarinet Sonata in C (1942, 50) 
 
[unfinished] 
Movements: I: Allegro risoluto 
 
 
55 Second Violin Sonata in B flat minor (1943, 50) 
 
Dedicatee: Jan Sedivka 
Premiere (first movement): Jan Sedivka (violin), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 20 
September 1958  
 
25’ 
59 Trio in G, ‘Ortina’ for flute, viola and piano (1948-9) 
 
Dedicatee: Ortina 
Movements : I. Andantino | II. Andante espressivo | III. 
Scherzo: Poco allegro, leggiero, scherzando | IV. Finale: 
Serenade. Poco lento, comodo 
 
36’ 
60 Viola Sonata in C minor (1948/49) 
 
Dedicatee: Gordon Fox 
Movements: I. Allegro agitato | II. Andante Semplice | III. 
Scherzo:  Presto scherzando | IV. Finale: Quasi una 
fantasia.  Moderato (rubato) 
Premiere: Watson Forbes (viola), Roger Sacheverell Coke 
(piano), Wigmore Hall, 10 October 1950  
 
27’ 
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Opus Title / Information 
 
Timing 
62 Fourth Cello Sonata in A  (1949-50, 1966 or 1970)190 
 
[unfinished] 
Dedicatee: Richard Webb or Peter White 
 
 
 Third Violin Sonata (1953-1968) 
 
[unfinished] 
Movements: I. Andantino 
 
 
83 Second Trio in G minor (1960-1)191 
 
[unfinished] 
Movements: I. Andantino 
 
 
75 Fifth Cello Sonata (1962) 
 
[unfinished] 
 
 
82 Piano Quintet in F minor (1967) 
 
[unfinished] 
Dedicatee: Patricia Hurst 
Movements: I. Moderato 
 
 
65 Piano Quintet (1970)192 
 
Dedicatee: Simon Holwell? 
 
 
66 String Quartet (1971) 
 
[unfinished] 
Dedicatee: Clive Jones or the Alfreton Hall String 
Quartet193 
Movements: I. Moderato | 2. Scherzo 
 
 
 
190 A number of composition dates are given in the sources for the Fourth Cello Sonata; Coke’s own works list of 
1950 (held at the Coke-Steel Archive) lists it as opus 62. 
191 The Coke-Steel Archive also holds sketches for a ‘Second Trio for piano, violin & ‘cello’, dated 1969.  The first 
movement is headed ‘Risoluto’ in the 1969 sketch. 
192 The Piano Quintet is listed variously as opus 65 and opus 82 on the sketches (held at the Coke-Steel Archive).   
Various dates are given, including 1964 and 1970. 
193 The sketches of Coke’s String Quartet opus 66 (held at the Coke-Steel Archive) each give a different dedicatee for 
the work. 
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Opus Title / Information 
 
Timing 
 Third Violin Sonata (date unknown) 
 
[unfinished] 
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9.2 Concertante 
Opus Title / Information 
 
Timing 
1 First Piano Concerto in C minor (1931) withdrawn 
 
Movements: I. Allegro | II. Nocturne | III. Capriccio 
 
 
4 
 
Second Piano Concerto in E minor194 (1933) withdrawn 
 
Dedicatee: Mabel Lander195 
Movements: I. Fantasie | II. Romance | III. Caprice 
Premiere: possibly Roger Sacheverell Coke (piano), Bath 
Pump Room Orchestra, Edward Dunn (conductor), Bath 
Pump Room, 8 November 1933 
 
 
16 Elegy for a Dead Musician for contralto, violin and orchestra (or 
piano)196 (1934) withdrawn 
 
Dedicatee: Bridget Tallents 
Text: William Blake, ‘Dedication of the Designs to Blairs’ 
‘Grave’ 
Premiere: Margaret Balfour (contralto), Leslie Huckaby 
(violin), Roger Sacheverell Coke (piano), Grand Theatre, 
Derby, April 1935 
 
8’ 
20 Two Songs for soprano or tenor and strings (or piano) (1935) 
 
Text: William Wordsworth 
Songs: I. It is a Beauteous Evening197 
 
 
25 First Vocal Concerto for soprano and orchestra (or piano) (1934)  
 
Dedicatee: Barbara Welby 
Text: Alfred Tennyson, ‘The Princess’ 
Premiere: Barbara Welby, Brookhill Symphony Orchestra, 
Roger Sacheverell Coke, Nottingham, 25 October 1942 
 
14’ 
 
194 Broadcast by the BBC. 
195 Mabel Lander (1882-1955) was Coke’s piano teacher. 
196 Broadcast by the BBC. 
197 There is some confusion over Coke’s allocation of opus 21.  His works list, complete to 1950 (held at the Coke-
Steel Archive) gives the work It is a Beauteous Evening opus 21 no. 1, incorrectly.  The manuscript of the song gives 
the correct details: opus 20 no. 1. 
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Opus Title / Information 
 
Timing 
30 Third Piano Concerto in E flat198 (1938) 
 
Dedicatee: Charles Lynch 
Movements: I. Moderato maestoso | II. Quasi variazioni: 
Adagio sostenuto | III. Finale: Moderato maestoso 
Orchestration: 2.2.2(Bb).2 – 4.2.3.1 – timp. – perc. (bass 
drum, cymbals, triangle, snare drum), str. 
Premiere: Charles Lynch, Bournemouth Municipal 
Orchestra, Richard Austin, 3 August 1939 
Recording: Simon Callaghan (piano).  BBC Scottish 
Symphony Orchestra.  Martyn Brabbins (conductor).  
Hyperion Records CDA68173, 2017 
 
30’ 
(30’) 
36 Poem for cello, piano and small orchestra (1939, 40) 
 
Dedicatee: Alan Morton 
Orchestration: 2.2.2(A).2 – 4.0.0.0. – timp. – str. 
 
8’ 
38 Fourth Piano Concerto in C sharp minor (1940) 
 
Dedicatee: Eileen Joyce199 
Movements : I. Moderato maestoso | II. Intermezzo: 
Andante | III. Finale: Allegro, molto agitato 
Orchestration: 2.2.2(A).2+contra – 4.2.3.1 – timp. – perc. 
(bass drum, cymbals, triangle, tambourine, tam tam) – str. 
Premiere: Roger Sacheverell Coke (piano), Trevor Harvey 
(conductor), Brookhill Symphony Orchestra, Sutton in 
Ashford, 9.12.1941 
Recording: Simon Callaghan (piano).  BBC Scottish 
Symphony Orchestra.  Martyn Brabbins (conductor).  
Hyperion Records CDA68173 
 
30’ 
(30’) 
 
198 Broadcast by the BBC. 
199 Although she was the dedicatee of the Fourth Piano Concerto, there is no evidence that Eileen Joyce (1908-91) 
ever performed it. 
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Opus Title / Information 
 
Timing 
47 Second Vocal Concerto for soprano and orchestra (or piano) 
(1942) 
 
Dedicatee: Oliver Welby 
Text: Barbara Welby, ‘A Winter’s Dawn’  
Movements: I. Poco allegretto | II. Largo doloroso |  
III. Allegro marziale 
Premiere (piano version): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 31 May 
1942 
Premiere (orchestral version): Barbara Welby (soprano), 
Brookhill Symphony Orchestra, Roger Sacheverell Coke 
(conductor), Nottingham, 25 October 1942 
 
18’ 
57 Fifth Piano Concerto in D minor, ‘The Orton’200 (1947, 50) 
 
[Only one (slow) movement extant) 
Dedicatee : F. Orton 
Movement : Andante piacevole 
Orchestration: 2.2.2(B).2 – 4.2.3.1 – timp. – str. 
Recording: Simon Callaghan (piano).  BBC Scottish 
Symphony Orchestra.  Martyn Brabbins (conductor).  
Hyperion Records CDA68173 
 
9’ 
(9’)201 
63 Sixth Piano Concerto in C minor (1954, 1965-6, 1969) 
 
[also listed as opus 79, only short score sketches extant] 
Dedicatee: (various listed: John Williams (1965/6), ded. 
Oliver Welby (1954/69) 
Movements: I. Moderato | II. Quasi variazioni.  Adagio 
Sostenuto (in 1954 sketches: Poco adagio, con gran 
espressione) 
 
 
80 Violin Concerto (1960) 
 
[unfinished] 
Dedicatee: Raymond Mosley 
Movements: I: Moderato 
 
 
 Concerto in G minor (1970) 
 
[unfinished, in short score only] 
 
 
200 Further information on the dedicatee of the Fifth Piano Concerto is yet to be uncovered, although it may feasibly 
be Freda Orton, the dedicatee of Fourteen Songs, from Rhymes and Roundelayes opus 54. 
201 Coke’s manuscript gives 30 minutes as the total timing for the work, of which only one movement is extant. 
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9.3 Opera 
Opus Title / Information 
 
Timing 
41 The Cenci (Opera in three acts) (1940-41, 1950) 
 
Dedicatee: Richard Austin 
Libretto: Roger Sacheverell Coke after Percy Bysshe 
Shelley  
Orchestration: 2(+picc).2(+ca).2(+bc).2(+c.fag) – 4.3.3.1 – 
harp – timp. – perc. – celeste – str. 
Premiere: Scala Theatre, London, Eugene Goossens 
(conductor) 5 November 1959 
 
120’ 
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9.4 Orchestral 
Opus Title / Information 
 
Timing 
5 Three String Pieces (1933) withdrawn 
 
Dedicatee: John Frederick Staton202 
Movements: Nocturne | Canon | Romance 
Premiere: Mr W. Wigley (violin), Mrs Wigley (violin), C 
Brooks (viola), C Wilson (cello), Brookhill Hall, 20 October 
1933 
 
 
13 First Symphony in E minor203 (1934) withdrawn 
 
Premiere: John Frederic Station (conductor), Chesterfield 
Symphony Orchestra), Bradbury Hall, Chesterfield or 
Brookhill Hall, Pinxton, 27 January 1935 
 
 
22 Second Symphony in G minor204 (1936-38) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: Sergei Rachmaninoff 
Movements: I. Moderato Maestoso | II. Andantino |  
III. Andante sostenuto | IV. Finale.  Moderato Maestoso 
Orchestration: 2.2.2(Bb).2(+c.fag) – 4.2.3.1 – timp. – perc., 
str. 
Premiere: Brookhill Symphony Orchestra, Roger 
Sacheverell Coke (conductor), Brookhill Hall, Pinxton, 
Nottingham, 22 September 1940 
 
32’ 
41 Prelude to ‘The Cenci’ for orchestra (1940) 
 
Dedicatee: Richard Austin 
Orchestration: 2(+picc).2(+ca).2(+bc).2(+c.fag) – 4.3.3.1 – 
harp – timp. – perc. – str.  
[Also arranged by the composer for solo piano] 
Premiere: Symphony Orchestra, Richard Austin 
(conductor), Southwell Minster, Nottinghamshire, 22 
February 1941 
 
6’ 
 
202 John Frederick Staton (1883-1961) was Coke’s theory teacher. 
203 Broadcast by the BBC. 
204 Broadcast by the BBC. 
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Opus Title / Information 
 
Timing 
45 First Symphonic Poem, ‘The Lotos Eaters’ (after Tennyson) 
(1941) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: Brookhill Symphony Orchestra 
Premiere: Brookhill Symphony Orchestra, Roger 
Sacheverell Coke (conductor),  25 October 1942 
 
13’ 
51 Second Symphonic Poem, ‘Elegiac Ballade’ (1942-3) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: The Pilots of the Royal Air Force 
Orchestration: 2(+picc).2(+ca).2.2(+c.fg) – 4.3.3.1 – 2 
harps – piano – timp. – perc. – str. 
 
14’ 
53 Third Symphonic Poem, ‘Dorian Gray’ (1943/50) 
 
[Also arranged by the composer for solo piano] 
Dedicatee: Arnold Bax 
Orchestration: 2(+picc).2(+ca).2(+bc).2(+c.fg) – 4.3.3.1 – 
harp – timp. – perc. – str. 
 
14’ 
56 Third Symphony (1948, 58) 
 
[Unfinished, also arranged by the composer for solo 
piano] 
Dedicatee: William Leak or Eugene Goossens205 
Orchestration: 3.2(+ca).2(+bc).2(+c.fg) – 4.3.3.1 – timp. –
str. 
 
30’ 
 
  
 
205 Two separate sketches exist for Coke’s Third Symphony (both are held at the Coke-Steel Archive).  One lists 
William Leak as the dedicatee, while the other gives Eugene Goossens. 
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9.5 Piano 
Opus Title / Information 
 
Timing 
3 Fantasie (date unknown) withdrawn 
 
Dedicatee: Frederick Lyne 
Premiere: Roger Sacheverell Coke, Torquay Pavilion, 15 
November 1933 
 
 
12 First Piano Sonata in D minor206 (1935) withdrawn 
 
Dedicatee: George Chavchavadze 
Movements: I. Largo, mesto – Allegro agitato | II. Andante 
Premiere: Roger Sacheverell Coke (piano), Brookhill Hall, 
Pinxton or Bradbury Hall, Chesterfield, 27 Jan 1935 
 
14’ 
15 Variations and Fugue for piano in D minor (1935)207 
 
9’ 
21 Variations and Fugue for piano in D minor (1935, 1938) 
 
Dedicatee: Alan Bush 
Premiere: Roger Sacheverell Coke (piano), Brookhill Hall, 
Pinxton, 14 January 1936 
 
 
22 Second Symphony in G minor208 (1936-38) 
 
[arranged by the composer] 
Dedicatee: Sergei Rachmaninoff 
 
32’ 
23/3 Waltz (date unknown) 
 
[only fragment extant] 
 
 
26 Second Piano Sonata in G (1936) 
 
Dedicatee: Charles Lynch 
Movements: I. Moderato maestoso | II. Adagio sostenuto | 
III. Allegro agitato 
 
18’ 
 
206 Broadcast by the BBC. 
207 The Variations and Fugue in D minor appear to have eventually been assigned opus 21, possibly when they were 
revised in 1938.  In the programme for a performance of the work in 1936, they are listed – presumably in error – as 
opus 15. 
208 Broadcast by the BBC. 
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Opus Title / Information 
 
Timing 
27 Ballade in C (1936) 
 
Dedicatee: Griselda Gould209 
Premiere: Charles Lynch (piano), Aeolian Hall, London, 10 
Dec 1936 
 
5’ 
- Polichinelle and Inventions (in 2 parts)  (1936) 
 
Dedicatee (Inventions): Emanuel Yarovsky 
 
4’ 
- Berceuse (1936) 
 
Dedicatee: Griselda Brook210 
Recording: Simon Callaghan (piano).  Lyrita, 2021 
 
1’30” 
(2’) 
28 Third Piano Sonata in A minor (1937) 
 
18’ 
33, 34 Twenty-Four Preludes (Book 1: 1938, Book 2: 1941) 
 
Dedicatee: Dorothy Coke211 
Movements : Book 1: 1 Appassionato in C | 2 Andante in A 
minor |3 Andantino in G |4 Molto maestoso in E minor |5 
Andantino in D |6 Presto agitato in B minor |7 Grazioso in A 
| 8 Lento maestoso in F sharp minor |9 Leggiero scherzando 
in E |10 Vivace in C sharp minor |11 Andante cantabile in B 
Book 2: 12 Allegro scherzando in G sharp minor |13 
Cantabile in F sharp |14 Allegro assai in E flat minor |15 
Andante cantabile in D flat |16 Andantino patetico in B flat 
minor |17 Moderato in A flat |18 Presto agitato in F minor 
|19 Allegro comodo in E flat |20 Languido e rubato in C 
minor |21 Amabile in B flat |22 Andantino in G minor |23 
Amabile in F |24 Maestoso in D minor 
Recording 1: Simon Callaghan (piano).  SOMM Recordings 
(New Horizons) SOMMCD0147, 2015 
Recording 2: Simon Callaghan (piano).  Lyrita, 2020 
 
35’ 
(49’) 
(54’) 
 
209 Griselda Gould (1914-1995) was married to the pianist, Louis Kentner (1905-87). 
210 Griselda Brook (née Darwin) is Coke’s niece. 
211 Dorothy Coke (1880-1957) was Coke’s mother. 
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Opus Title / Information 
 
Timing 
37 Fifteen Variations and Finale in C minor (1939) 
 
Dedicatee: Prince George Chavchavadze212 
Recording: Simon Callaghan (piano).  SOMM Recordings 
(New Horizons) SOMMCD0147, 2015 
 
18’ 
(29’) 
41 Orchestral Prelude to ‘The Cenci’ (1940) 
 
Dedicatee: Richard Austin 
Premiere: RAF charity concert, January 1941, Brookhill 
Symphony Orchestra / Roger Sacheverell Coke (conductor) 
[arranged by the composer] 
 
6’ 
45 First Symphonic Poem, ‘The Lotos Eaters’ (after Tennyson) (1941) 
 
Dedicatee: Brookhill Symphony Orchestra 
Premiere: Brookhill Symphony Orchestra, Roger Sacheverell 
Coke (conductor),  25 October 1942 
[arranged by the composer] 
 
13’ 
51 Second Symphonic Poem, ‘Elegiac Ballade’ (1942-3) 
 
[arranged by the composer] 
Dedicatee: The Pilots of the Royal Air Force 
 
14’ 
52 Variations in G minor on Rachmaninov's Song, ‘A Soldier's Wife’ 
(1943) 
 
20’ 
53 Third Symphonic Poem, ‘Dorian Gray’ (1943, 50) 
 
[arranged by the composer] 
 
14’ 
56 Third Symphony (1948-58) 
 
[arranged by the composer] 
 
30’ 
61 Variations in B flat on ‘Drink To Me Only With Thine Eyes’ (1949) 
 
Dedicatee: Louis Kentner 
 
25’ 
 
212 Prince George Chavchavadze (1904-52) was a Russian concert pianist and brother of Princess Marina 
Chavchavadze (1905-94), dedicatee of Coke’s Sacred Concerto opus 35. 
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Opus Title / Information 
 
Timing 
- Moment Musical in D minor (1954) 
 
Dedicatee: John Williams 
Premiere: Eunice Timms, Nottingham Music Festival, 18 
November 1956 
 
 
73 Variations in C sharp minor (1957-8) 
 
Dedicatee: Julie Marie Baud213 
 
15’ 
- Piano Studies (1971)  
 
 
213 Julie Marie Baud (1891-1965) was Coke’s governess and remained at Brookhill Hall until her death. 
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9.6 Vocal 
Opus Title / Information 
 
Timing 
16 Elegy for a Dead Musician for contralto, violin and orchestra (or 
piano)214 (1934) withdrawn 
 
Dedicatee: Bridget Tallents 
Text: William Blake, ‘Dedication of the Designs to Blairs’ 
‘Grave’ 
Premiere: Margaret Balfour (contralto), Leslie Huckaby 
(violin), Roger Sacheverell Coke (piano), Grand Theatre, 
Derby, April 1935 
 
8’ 
19 Six Songs for soprano or tenor215 (1935) 
 
Text: Percy Bysshe Shelley & William Shakespeare 
Songs: I. I Dreamed That As I Wandered (Shelley) |  
II. No Longer Mourn (Shakespeare) | III. Most Sweet It Is 
(Wordsworth) | IV. On A Poet's Lips (Shelley) | V. I 
Wandered Lonely (Wordsworth) | VI. When The Lamp Is 
Shattered (Shelley) 
 
15’ 
20 Two Songs for soprano or tenor and strings (or piano) (1935) 
 
Text: William Wordsworth 
Songs: I. It is a Beauteous Evening216 
 
 
25 First Vocal Concerto for soprano and orchestra (or piano) (1934)  
 
Dedicatee: Barbara Welby 
Text: Alfred Tennyson, ‘The Princess’ 
Premiere: Barbara Welby, Brookhill Symphony Orchestra, 
Roger Sacheverell Coke, Nottingham, 25 October 1942 
 
14’ 
 
214 Broadcast by the BBC.  The score (in a copyist’s hand) held at the Coke-Steel Archive bears a footnote: ‘The Elegy 
was played for Rachmaninoff at his home in Switzerland (Villa Senar) in August 1935, by the composer, on the 
piano.  So was the First Piano Sonata (on the same occasion)’. 
215 Broadcast by the BBC. 
216 There is some confusion over Coke’s allocation of opus 21.  His works list, complete to 1950 (held at the Coke-
Steel Archive) gives the work It is a Beauteous Evening opus 21 no. 1, incorrectly.  The manuscript of the song gives 
the correct details: opus 20 no. 1. 
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Opus Title / Information 
 
Timing 
31 November Afternoon for soprano or tenor (1939) 
 
Dedicatee: Madame Rachmaninoff 
Text: Ralf Allsebrook217 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Mansfield, 6 December 1939 
 
 
3’ 
35 Sacred Concerto in A minor for soprano, cello, piano and oboe 
(1939) 
 
Dedicatee: Princess Marina Chavchavadze 
Text: 3 Psalms Of David: “O Lord, Rebuke Me Not” (From 
Psalm 6), “I Will Praise Thee, O Lord” (From Psalm 9) And 
“Judge Me, O God” (From Psalm 43) 
Movements: I. Andante | II. Allegro moderato, ritmico | 
III. Lento maestoso 
Premiere (piano version): Barbara Welby (soprano) Roger 
Sacheverell Coke (piano) A L Winfield (oboe) Alan Morton 
(cello), Southwell Minster, Nottingham, 23 April 1939 
 
13.5’ 
39 Six Songs for soprano or tenor (1939) 
 
Dedicatee: Guy Branch 
Text: Humbert Wolfe 
Songs: 1. A Little Music | 2. I Will Tell You What Love Is |  
3. Love’s A Ghost | 4. Romance | 5. If You Remember Me | 
6. Have I Not Heard 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Brookhill Hall, Pinxton, Nottingham, 18 June 
1939 
London Premiere (nos. 1 & 3): Barbara Welby (soprano), 
Roger Sacheverell Coke (piano), Dorchester Hotel, 
London, 31 January 1943 
 
15’ 
 
217 Ralf Allsebrook (1920-1943) was a family friend and brother of Peter Allsebrook, godfather to Coke’s nephew 
Christopher Darwin.  Griselda Brook (Coke’s niece) talked of the romantic love – possibly unrequited – that Coke 
had for Ralf in a 2016 interview (Brook, "Memories of Roger Sacheverell Coke".) Ralf was killed in the Second World 
War. 
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Opus Title / Information 
 
Timing 
40 Six Songs for contralto or bass (1939)  
 
Dedicatee: Vera St. John 
Text: Humbert Wolfe 
Songs: 1. I Have Loved Violins | 2. As Gold Caesar | 3. Now 
In These Fairylands | 4. A Candle Cool | 5. The Fool Hath 
Said | 6. Why Should A Man Complain 
Premiere (no. 1): Bridget Tallents (contralto), Roger 
Sacheverell Coke (piano), Winchfield, 1 August 1939 
Premiere (complete set): Will Taylor (tenor), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 
Nottingham, 23 October 1939 
London Premiere: Marianne Mislap-Kapper (voice), Roger 
Sacheverell Coke (piano), Queen Mary Hall 3 April 1943 
 
12’ 
42 Six Songs for contralto or bass (1941) 
 
Dedicatee: Bridget Tallents 
Text: Humbert Wolfe 
Songs: 1. Let Not Your Heart | 2. Two Obols | 3. The Launch 
| 4. Spring | 5. Quiet | 6. The Donkey Who Would Not Go 
Premiere: Bridget Tallents (contralto), Roger Sacheverell 
Coke (piano), Brookhill Hall, Pinxton, Nottingham, 27 April 
1941 
 
15’ 
43 Eight Songs for soprano or tenor (1941) 
 
Dedicatee: Barbara Welby 
Text: From plays by Francis Beaumont and John Fletcher 
Songs: 1. A Farewell | 2. To Melancholy | 3. Invocation To 
Venus | 4. Love’s Emblem | 5. Turn Thy Face Away |  
6. Beauty Clear And Fair | 7. Dirge | 8. Pastoral 
Premiere: Barbara Welby (soprano), Roger Sacheverell 
Coke (piano), Blue Triangle Hall, Nottingham, 22 
November 1941 
London Premiere: Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Wigmore Hall, 10 October 1950 
 
15-20’ 
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Opus Title / Information 
 
Timing 
47 Second Vocal Concerto for soprano and orchestra (or piano) 
(1942) 
 
Dedicatee: Oliver Welby 
Text: Barbara Welby, ‘A Winter’s Dawn’ 
Movements: I. Poco allegretto | II. Largo doloroso |  
III. Allegro marziale 
Premiere (piano version): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 31 May 
1942 
Premiere (orchestral version): Barbara Welby (soprano), 
Brookhill Symphony Orchestra, Roger Sacheverell Coke 
(conductor), Nottingham, 25 October 1942 
 
18’ 
49 Six Songs for contralto or bass (1942) 
 
Dedicatee: Marianne Mislap-Kapper 
Text: Oscar Wilde 
Songs: 1. At Verona | 2. Amor Intellectualis | 3. My Voice | 
4. Santa Decca | 5. La Flute De La Lune | 6. Apologia 
Premiere: Marianne Mislap-Kapper (contralto), Roger 
Sacheverell Coke (piano), Nottingham Music Club, 9 
January 1943 
London Premiere (nos. 2, 3 & 4): Marianne Mislap-Kapper 
(contralto), Roger Sacheverell Coke (piano), Queen Mary 
Hall, London, 3 April 1943 
 
12-15’ 
50 Four Songs for soprano or tenor (1942-3) 
 
Text: Barbara Welby 
Song: Invocation 
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Opus Title / Information 
 
Timing 
54 Fourteen Songs, from Rhymes and Roundelayes for high voice 
(1948) 
 
Dedicatee: Freda Orton 
Text: Various 
Songs: 1. Harvest Song (Von Salis) | 2. Sweet Spring, Thou 
Com’st (Drummond) | 3. ’Tis Summer (Anon) | 4: Morning 
Melodies (Beattie) | 5. Winter Song (Holty) | 6. Up, Let Us 
Greet (Von Nifen) | 7. Up, Amaryllis (Bellman) | 8. Sickles 
Sound (Holty) | 9. Shepherds All (Fletcher) [Including A 
Flute Obbligato] | 10. Little Streams (Howitt) | 11. June 
(Stoddard) | 12. Now Time Throws Off His Cloak Again 
(Duke Of Orleans) | 13. May, Sweet May (Kirchberg) |  
14. The Awakening Year (Reed) 
Premiere (nos. 7 & 8): Brian Suter (tenor), Roger 
Sacheverell Coke (piano), Pinxton, 10 April 1965  
Premiere (nos. 6, 9 & 14): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Wigmore Hall, London, 3 
October 1950 
20’ 
 
58 
 
Thirty Songs for low voice218 (1948-9) 
 
Dedicatees: Frances and Ronald Coke-Steel 
Text: Robert Burns 
Songs: 1. Despondency | 2. Innocence | 8. A Toast |  
9. Delia | 10. On Chloris Being Ill | 11. The Lover’s Morning 
Salute To His Mistresss | 16. Phillis The Fair | 18. Wilt 
Thou By My Dearie? | 19. The Banks Of Cree | 29. The 
Charming Month Of May | No Number: Open The Door To 
Me, O 
Premiere (nos. 1, 18 & 19): Marianne Mislap-Kapper 
(contralto), Roger Sacheverell Coke (piano), Nottingham, 
13 December 1951 
Premiere (no. 29): Barbara Welby (soprano), Roger 
Sacheverell Coke (piano), Brookhill Hall, Pinxton, 21 
January 1951 
 
 
40’ 
 
218 Although the set is referred to as ‘Thirty Songs’ in Coke’s own works list, only ten songs survive, and the score 
held in the Coke-Steel Archive (in a copyist’s hand) is entitled ’10 Burns Songs (from 30 short Burns songs, Op. 58)’. 
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Opus Title / Information 
 
Timing 
67 Six Songs for high voice (1954) 
 
Dedicatee: Olive Wright 
Text: Emily Brontë 
Songs: 1. If Grief For Grief Can Touch Thee | 2. I’ll Not 
Weep That Thou Are Going To Leave Me | 3. Shall Earth 
No More Inspire Thee | 4. Sleep Not, Dream Not | 5. Fall, 
Leaves, Fall | 6. The Visionary 
 
 
70 Six Songs for high voice (1956) 
 
Dedicatee: Barbara Welby 
Text: Rabindranath Tagore 
Songs: 1. Day After Day He Comes And Goes Away |  
2. Why Did He Choose To Come To My Door? | 3. Do Not 
Keep To Yourself The Secret Of Your Heart | 4. I Run As A 
Musk-Deer Runs | 5. Love, My Heart Longs Day And Night 
| 6. Speak To Me, My Love!    
 
 
71 Six Songs for high voice (1956) 
 
Dedicatee: Cossack Shannon 
Text: Rabindrath Tagore 
Songs: 2. Tell Me If This Be All True, My Lover | 4. If You 
Would Have It So, I Will End My Singing 
 
 
72 Six Songs for high voice (1957) 
 
Dedicatee: Doris 
Text: Walter de la Mare 
Songs: 1. Peace | 2. Adieu | 3. When The Rose Is Faded | 
4. Voices | 5. Snowing | 6. Music 
 
 
74/1 Thule for soprano (1958) 
 
Dedicatee: Barbara (Welby?)  
Text: Walter de la Mare 
Premiere: June Chambers (soprano), Roger Sacheverell 
Coke (piano), Nottingham Tuesday Music Club, 4 February 
1958 
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Opus Title / Information 
 
Timing 
 Song (1964) 
 
Dedicatee: Julie 
Text: William Butler Yeats 
Songs: The Rose Of The World (Yeats) | The Moon 
(Shelley) 
Premiere: Brian Suter (tenor), Roger Sacheverell Coke 
(piano), Brookhill Hall, Pinxton, 10 April 1965 
  
 
 Song (1964) 
 
Dedicatee: Donald Grundy 
Text: Percy Bysshe Shelley 
Song: The Moon 
Premiere: Brian Suter (tenor), Roger Sacheverell Coke 
(piano), Brookhill Hall, Pinxton, 10 April 1965 
 
 
80 not known  
 
81 
 
Four Songs (1966-67) 
 
Dedicatee: Hugo Meynell 
Text: William Butler Yeats 
Songs: 1. A Cradle Song | 2. When You Are Old | 3. The 
Song Of The Old Mother | 4. The Song Of The Wandering 
Aengus 
 
 
81 Three Songs for soprano (1960)219 
 
Dedicatee: Percy Young 
Text: David Herbert Lawrence 
Songs: 1. The Little Town At Evening | 2. The End | 3. In A 
Spanish Tram Car 
 
  
Song for soprano or tenor (1966) 
 
Dedicatee: Hugo Meynell 
Text: William Butler Yeats 
Song: The Lover Pleads With His Friend For Old Friends 
 
 
 Daffodils (date unknown)220 
 
 
 
219 Coke’s manuscripts (held at the Coke-Steel Archive) assign opus number 81 to two different sets of songs. 
220 Listed as part of opus 19 in several concert programmes, this song does not appear in the score of the work. 
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Opus Title / Information 
 
Timing 
 Dearest Do Not You Delay Me (date unknown)221 
 
 
 Isles of Greece (date unknown)222 
 
Text: Lord Byron 
 
 
 
 
221 This song is given on concert programmes as opus 43, but does not appear in the manuscript of this opus. 
222 Isles of Greece’ was reportedly written especially for the concert Coke gave at the Dorchester Hotel on 31 
January 1943, but features on none of Coke’s works lists or in any of his manuscripts.  See Performance List for 
more information. 
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10 Appendix 3: Performance Decisions in Coke’s Cello Sonatas 
The following is a guide to the independent performance decisions that 
Raphael Wallfisch and I made during our preparations to record Coke’s Cello Sonatas.  
They are intended neither as permanent compositional changes, nor as criticisms of 
Coke’s original writing.  Rather, they are an insight into our interpretative process, and 
illustrate the ways in which Raphael and I felt we were able to successfully 
communicate the intention of the music on recording his Cello Sonatas for the first 
time. 
 
10.1 First Cello Sonata 
 
IV. Finale: Quasi una fantasia.  Andante tranquillo – molto allegro [Bars 43-47] 
Although there seems to be a degree of awareness here in that Coke has 
positioned the cello in the middle of the piano’s range (avoiding any clashes), Raphael 
felt that by playing up an octave in this passage, he was able to more successfully 
achieve the dynamic level – and therefore the intensity – required. 
 
 
 
10.2 Second Cello Sonata 
 
II. Adagio molto e maestoso, con gran espressione [Bars 32-37 and 87] 
In this solo cello section, Raphael felt the need to fill out the pizzicato chords in 
these instances to provide more resonance (finding that Coke’s original resulted in a 
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dry sonority which did not align with the overall musical colour of the variation in 
question. 
 
 
 
 
III. Finale (quasi variazioni).  Allegro non troppo [bars 229-231] 
As the final section (variation) of the whole movement, and with the Vivace 
indication in mind, we wanted to achieve as energetic an interpretation as possible.  By 
inserting more notes to the cello flourish at the end of the phrase below and to 
subsequent iterations, we felt that the virtuoso nature of the writing was greatly 
enhanced. 
 
 
 
[bars 247-251] 
In this exciting culmination of the Second Cello Sonata, we felt that something 
was missing from the final bars when we began rehearsing.  By putting the tremolando 
bars up an octave, Raphael felt the cello was able to ‘sing’ more persuasively, and by 
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filling out the rather bare final chords, he added a resonance and dynamic level which 
enabled the cello to blend with the colour of the rich piano part. 
 
 
 
10.3 Third Cello Sonata 
 
II. Largo assai [bars 79-81] 
III. Scherzo (quasi variazioni) [bar 43] 
In both of the examples below, Raphael and I felt that the cello would be given 
a better chance of singing out in the overall balance by being played an octave higher.  
Although the cello in the section at bar 79 is clearly intended to enhance the depth of 
sonority created by the piano, in our rehearsals we felt that the cello was lost in the 
sound of the piano; by being raised an octave, the balance felt much more convincing.  
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We had already tried different options for this amendment in the recording sessions 
(listening back each time) and concluded that the ossia produced the best result. 
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11 Appendix 4: Performances of Coke’s Music 1929-2019 
This list gives information about the context in which Coke’s music has been 
performed, from his own early performances through to the present day, along with 
information about collaborating musicians and premieres.  It summarises information 
generated during my continuing archival research, but is by no means complete.223 
 
Key 
 
Woodwind:  flute (fl) | oboe (ob) | clarinet (cl) | bassoon (fg) | saxophone (sax) 
Strings: violin (vln) | viola (vla) | cello (vc) | double bass (db) | guitar (gtr) 
Brass:  trumpet (tpt) 
Keyboard: piano (pno) | organ (org) 
Voice: voice (v) | soprano (sop) | contralto (c) | tenor (ten) | baritone (bar) | 
bass (bs) | conductor (cond) 
 
not known (NK) 
movement (mvt) 
 
* denotes a work that was performed by Coke himself in a programme 
which included other pianists. 
 
† denotes a first performance or first recording 
 
  
 
223 Sources include the Coke-Steel Archive at Chesterfield Library, Derbyshire, Derbyshire Record Office, the College 
Archives, Eton and the BBC Genome Project ("Genome Project," BBC, 2014, accessed 20 August, 2019, 
https://genome.ch.bbc.co.uk/.) 
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Date Venue Performers Repertoire 
1 
Jun 
1929 
School Hall (NK) Mr R.E. Prior (v) 
A.H.M. Richards (bs) 
E.W.S Ford (v) 
D.G Longman (fl) 
M.J Waterhouse (fl) 
E.A.ST.C Davson (vln) 
R.W. McDowall (vln) 
A.D. Thackeray (vla) 
J.M.A Ridley (cello) 
Roger Sacheverell Coke (pno) 
H.I. Matthey (pno) 
F.J.L. Bury (pno) 
E.G.L Temple (org) 
K.F. Malcolmson (org) 
Mr A.H.G. Kerry 
The E.C.M.S. 
A.G. Hazlerigg 
B.A.B. Burrows 
A.R.C. Southby 
L Clive 
Bach Organ Prelude in A minor 
Debussy Préludes Bk 1: Jardins sous la pluie 
Tchaikovsky Quartet opus 11 (2nd mvt) 
Weelkes Welcome sweet pleasure 
Mozart Duet K156: Scherzo 
Purcell Fairest Isle 
Stevens The Cloud-Capped Towers 
Händel Scipione HWV20: March 
Bononcini Love Leads to Battle 
Coke Three Preludes (selection NK)* 
Bach Spring comes Laughing  
L Badia Brindisi 
Sinding The Rustle of Spring 
Thomas Ford Since First I Saw Your Face 
Three Sea Shantys (arr. Terry) 
A.D.E.W Eton Boating Song 
J Barnby Vale 
J Barnby Carmen Etonense 
3 
Nov 
1929 
Eton College, 
Windsor 
C.E.W Montagu Douglas 
Scott (v) 
D. McKenna (v) 
C.S. Barnett (v) 
D.G. Longman (fl) 
C.M. Fletcher (cl) 
E.A.St.C.D. Davson (vln) 
A.W. Allen (vln) 
M.R.S Philips (vln) 
J.M.A. Ridley (vc) 
P. Proby (vc) 
R.J. Horn (pno) 
J. De Grey (pno) 
B.G.S Cayzer (pno) 
R.G. Rowe (pno) 
R.F. Oakes (pno) 
Roger Sacheverell Coke (pno) 
A. Derville (pno) 
Beethoven Sonata no.8 (NK): Adagio  
Dvořák Sonatina in G (first mvt) 
Chopin Preludes opus 28 nos.1 and 23* 
Purcell Nymphs and Shepherds 
Handel Sonata in A 
Paderewski Nocturne 
Purcell Fairest Isle 
Palmgren Night in May 
Goossens The Hurdy Gurdy Man 
Goossens The Musical Box 
Händel Love in Her Eyes Sits Playing 
Arensky Arabesque 
Lee Duo for two cellos 
Chopin Impromptu opus 29 
Mozart Clarinet Quintet K581 (Larghetto) 
Purcell Sonata for two violins 
Chopin Waltz (NK) 
23 
Feb 
1930 
Music School (NK) D. McKenna (v) 
C.H. Villiers (v) 
D.G. Longman (fl) 
C.M. Fletcher (cl) 
E.A.St.C.D. Davson (vln) 
Roger Sacheverell Coke (pno) 
J. De Grey (pno) 
R.G. Rowe (pno) 
D.C. Baldwin (pno) 
R.J. Horn (pno) 
M.R.S. Philips 
? Longson 
? Coombe-Tennant 
Coke Preludes (NK)* 
Schumann (work NK) 
(Composer NK) Barcarolle 
Händel Sonata (NK) 
(Composer NK) Flute Sonata 
Bach Toccata in C: Adagio 
(Composer NK) Folk Song 
(Composer NK) Passion Chorale Prelude 
(Composer NK) Tell Me, Where Is Fancy Bred 
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Date Venue Performers Repertoire 
6 
Jul 
1930 
Bradfield College, 
Reading 
C.H. Villiers (v) 
D.G. Longman (fl) 
C.A. Ridley (fl) 
A.W. Allen (vln) 
R.J. Horn (pno) 
A. Markham (pno) 
R.G. Rowe (pno) 
Roger Sacheverell Coke (pno) 
D.C. Baldwin (pno)  
Saint-Saëns Variations on a Theme of Beethoven 
opus 35 nos. 1-4 
Saint-Saëns Sonata (NK): Trio 
Händel Violin Sonata HWV361 (2 mvts) 
Chopin Etude opus 25 no. 1* 
Chopin Prelude opus 28 no. 20* 
Mozart Duo for two flutes 
Chopin Nocturne opus 9 no. 2 
Butterworth The Lads in Their Hundreds 
Graham Peel In Summertime on Bredon 
Charles Lloyd Minuet 
Schumann Romance opus 28 no. 2 
Bach Suite BWV1067 
9  
Dec 
1931 
St Michael's Hall, 
Sutton-in-Ashfield 
Madame Lahey (v) 
Roger Sacheverell Coke (pno) 
Brookhill Symphony 
Orchestra224 
F. Jessop (cond) 
  
Elgar Pomp and Circumstance March no. 5 
Grieg Peer Gynt Suite no. 1 
Jarnefelt Prelude 
Coke First Piano Concerto opus 1 (1st mvt)† 
(composer NK) Songs 
Chopin Trio opus 8 
Mendelssohn Hebrides Overture opus 26 
Rimsky-Korsakov Scheherazade 
26 
Jan 
1932 
Pump Room, Bath Roger Sacheverell Coke (pno) 
Pump Room Orchestra 
  
Coke First Piano Concerto opus 1 
Mozart Symphony In E flat (NK) 
Beethoven Fidelio Overture opus 72 
Lacombe Mascarade 
Rossini-Respighi The Fantastic Toyshop 
15 
Dec 
1932 
67 Baker Street Roger Sacheverell Coke (pno) Schumann Arabeske Opus 18* 
18 
Jul 
1933 
Private Home Bridget Tallents (c) 
Roger Sacheverell Coke (pno) 
Schumann Kinderszenen opus 15 
Caldara Come raggio di sol 
Bach Cantata (NK) 
Chopin Etude opus 25 no. 1 
Schumann Arabeske opus 18 
Schubert Impromptu in A flat (NK) 
Coke Fantasie opus 3 
Brahms Von Ewiger Liebe opus 43 no. 1 
Schumann Two Venetian Songs opus 25: nos. 17 
& 18 
Bach Italian Concerto BWV971 
Brahms Serenade (NK) 
Schubert Winterreise D911: Wasserflut 
Gibbs, Cecil Armstrong Five Eyes 
 
224 22 September 1940 was widely publicised as the first performance by the Brookhill Symphony Orchestra, 
although 9 December 1931 saw a performance by an ensemble of this name. 
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Date Venue Performers Repertoire 
20 
Oct 
1933 
Brookhill Hall, 
Pinxton, 
Nottingham 
G Inglefield (fl) 
A Winfield (ob) 
G Parker (cl) 
I Winfield (fg) 
Mr W. Wigley (vln) 
Mrs Wigley (vln) 
C Brooks (vla) 
C Wilson (vc) 
Roger Sacheverell Coke (pno) 
Coke Piano Quintet opus 8† 
Coke Romanza opus 2 
Coke Fantasie opus 3 
Coke Three Pieces for wind quartet opus 7† 
Coke Three Pieces for Strings opus 5† 
Coke Rhapsody for piano, oboe and bassoon opus 6† 
8 
Nov 
1933 
Pump Room, Bath Roger Sacheverell Coke (pno) 
Pump Room Orchestra 
Edward Dunn (cond) 
Coke Second Piano Concerto opus 4 
Coke Three Pieces for Strings opus 5 
Hamilton Harty An Irish Symphony (2 mvts) 
9 
Nov 
1933 
Pump Room, Bath Harold Woodward (fl) 
John Bennison (cl) 
J.D. Willams (vln) 
James Kershaw (vln) 
Brier Vestey (vc) 
Roger Sacheverell Coke (pno) 
Wifred Wade (pno) 
Harold Dixon 
L.R. Baker 
Harry Lipman 
William Tweddle 
Algy McCordall 
William McDonald 
Coke Three Pieces for Strings opus 5 
Coke Rhapsody opus 6 
Coke Romanza opus 2 
Coke Piano Quintet opus 8 
Coke Fantasie opus 3 
Coke Three Pieces opus 7 
Schubert Trout Quintet D667 
16 
Nov 
1933 
The Pavilion, 
Torquay 
Roger Sacheverell Coke (pno) 
Municipal Orchestra 
Ernest Goss (cond)  
Coke Second Piano Concerto opus 4 
Coke Fantasie opus 3 
Schumann Arabeske opus 18 
Dvořák New World Symphony opus 95 
Mendelssohn Midsummer Night's Dream 
Overture opus 21 
Weber Invitation to the Dance opus 65 
26 
Nov 
1933 
Bradbury Hall, 
Chesterfield 
Jack Woodhead (v) 
Roger Sacheverell Coke (pno) 
Doris Cutts (pno) 
Chesterfield Symphony 
Orchestra 
John Frederick Staton (cond)  
Chopin Second Piano Sonata opus 35 (3rd mvt) 
Wagner Meistersingers Overture 
Coke Second Piano Concerto opus 4 
(Composer NK) Blow, Blow, Thou Winter Wind 
(Composer NK) I’d Rather Wait For Jane 
(Composer NK) Lut Player 
(Composer NK) Cavalcade 
Mendelssohn A Midsummer Night's Dream opus 
21: Scherzo 
Saint-Saëns Carnival of the Animals 
(Coke Three Pieces for Strings opus 5 was planned 
but there wasn’t enough time) 
14 
Dec 
1933 
67 Baker Street Roger Sacheverell Coke (pno) Schumann Arabeske opus 18 
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Date Venue Performers Repertoire 
12 
Jan 
1934 
Blue Triangle 
Residence Hall, 
Nottingham 
(YWCA) 
Roger Sacheverell Coke (pno) 
& others NK 
Coke Piano Quintet opus 8 
Coke Rhapsody opus 6 
Coke Three Pieces for Strings opus 5 
Coke Romanza opus 2 
Coke Fantasie opus 3 
Coke Three Pieces opus 7 
Coke Improvisata opus 10† 
Schumann Arabeske opus 15 
(also 'three pieces for solo pianoforte’ NK) 
11 
Feb 
1934 
Brookhill Hall, 
Pinxton, 
Nottingham 
Miss Dowson (v) 
Geoffrey Knowles (v) 
Roger Sacheverell Coke (pno)  
Coke Songs (NK) 
Schumann Kinderszenen opus 15 
Schubert Variations on a theme from Rosamunde 
Mendelssohn Fugue (NK) 
14 
Mar 
1934 
Bournemouth 
Pavilion /  
BBC National 
Programme /  
BBC Regional 
Programme 
Roger Sacheverell Coke (pno) 
Bournemouth Municipal 
Orchestra 
Sir Dan Godfrey (cond) 
Coke Second Piano Concerto opus 4 
Coke Three Pieces for Strings opus 5 
Wagner Lohengrin (selection NK) 
Wagner Parsifal WWV111: Klingsor’s Magic Garden 
Wagner Parsifal WWV111: The Flower Maidens 
Sibelius Symphony no.1 opus 39 
29 
Mar 
1934 
Leas Cliff Hall, 
Folkestone 
Roger Sacheverell Coke (pno) 
Eldridge Newman (cond) 
Schubert Symphony no.5 D485 
Mendelssohn Hebrides Overture opus 26 
Coke Second Piano Concerto opus 4 
23 
May 
1934 
College of 
Nursing, London 
Gilbert Inglefield (fl)225 
Joy Boughton (ob)226 
Pauline Juler (cl)227 
Gilbert Vinter (fg) 
Roger Sacheverell Coke (pno) 
Brosa Quartet 
Coke Three Pieces opus 7 
Coke Piano Quintet opus 8 
Coke Improvisata opus 10 
(also 'sundry other fragments') 
25 
May 
1934 
Assembly Room of 
Town Hall, Oxford 
Wind players (unknown) 
Brosa Quartet 
Roger Sacheverell Coke (pno) 
  
Coke Piano Quintet opus 8 
Coke Three Pieces for Strings opus 5 
Coke Three Pieces opus 7 
Haydn String Quartet opus 71 no.1 
Coke Solo piano piece (NK) 
26 
Oct 
1934 
Winter Garden, 
Eastbourne 
Roger Sacheverell Coke (pno) 
Municipal Orchestra 
Captain Amers (cond)  
Weber Euryanthe opus 81: Overture 
Mozart Symphony no. 36 K425 
Coke Second Piano Concerto opus 4 
Borodin Prince Igor: Overture 
8 
Nov 
1934 
The Pavilion, 
Torquay 
Lilian Niblette (pno) 
Torquay Municipal Orchestra 
Ernest W. Goss (cond) 
Beethoven Egmont Overture opus 84 
Edward German Cloverley Suite 
Coke Second Piano Concerto opus 4 
Liszt Symphonic Poem (NK) 
Chopin Nocturne opus 27 no. 2 
Debussy Pour le Piano: Toccata  
Weber arr. Weingartner Invitation to the Dance 
 
225 Gilbert Inglefield (1909-91) was a Coke family friend and was Lord Mayor of London from 1967-68. 
226 Joy Boughton (1913-63) was the daughter of English composer Rutland Boughton (1878-1960) and the dedicatee 
of Six Metamorphoses after Ovid (1951) by Benjamin Britten (1913-76). 
227 Gerald Finzi (1901-56) wrote his Clarinet Concerto (1949) for Pauline Juler (1914-2003) after she and Howard 
Ferguson (1908-99) premiered his Five Bagatelles (1940-41). 
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Date Venue Performers Repertoire 
20 
Dec 
1934 
Town Hall 
(Newark?) 
Barbara Welby (sop) 
Mr. Dougan (bar)  
Southwell Glee Singers  
Roger Sacheverell Coke (pno) 
Mrs. Stone and Miss. Coates 
(two pnos) 
NK 
27 
Jan 
1935 
Bradbury Hall, 
Chesterfield or 
Brookhill Hall, 
Pinxton, 
Nottingham 
Millicent Ward (sop) 
Barbara Welby (sop) 
Roger Sacheverell Coke (pno) 
Chesterfield Symphony 
Orchestra  
J Frederic Station (cond) 
Coke First Symphony opus 13† 
Coke First Piano Sonata opus 12† 
Coke Elegy for a Dead Musician opus 16† 
Coke Six Songs (NK) 
19 
Apr 
1935 
Grand Theatre, 
Derby 
Evelyn Scotney (sop) 
Margaret Balfour (c) 
Frank Titterton (ten) 
Broomfield Robertson (bar) 
Leslie Huckaby (vln) 
Roger Sacheverell Coke (pno) 
  
Coke Improvisata opus 10 
Coke Elegy for a Dead Musician opus 16 
Coke First Piano Sonata opus 12 
Schubert Hymn to the Almighty 
Offenbach Tales of Hoffman: Barcarolle 
Lalo Le Roi D'Ys: Aubade  
(composer NK) Echo Song 
Wagner Lohengrin WWV75: Farewell 
Schubert Erlkönig D328 
Händel Judas Maccabaeus HWV63: Sound an 
Alarm 
Kreisler Praeludium and Allegro 
Händel Scipione HWV20: Hear Me, Ye Winds and 
Waves 
--- 
Also possibly: 
Coke Rhapsody opus 6 
Coke Improvisata opus 10 
28 
Apr 
1935 
NK NK Coke Anthem for local choir (NK) 
1 
May 
1935 
Pump Room, Bath 
(Bath Festival of 
Contemporary 
Art) 
Bridget Tallents (c) 
Dettmar Dressel (vln) 
Pump Room Orchestra 
Edward Dunn (cond) 
Coke Elegy for a Dead Musician opus 16 
Coke First Symphony opus 13 
3 
Jul 
1935 
NK Richard Austin (cond) Coke First Symphony opus 13 
14 
Jan 
1936 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Welby (sop) 
Roger Sacheverell Coke (pno) 
Rachmaninoff Eight Songs (NK) 
Coke First Piano Sonata opus 12 
Coke Two groups of Six Songs (NK) 
Coke Three Piano Pieces (NK) 
Coke 2 Two-Part Inventions 
Coke Variations and Fugue opus 21† 
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Date Venue Performers Repertoire 
8 
Mar 
1936 
Bradbury Hall, 
Chesterfield 
Barbara Welby (sop) 
W. Wigley (vln) 
Roger Sacheverell Coke (pno) 
Chesterfield Symphony 
Orchestra 
John Frederick Staton (cond) 
Coke Six Songs (NK) 
Coke Elegy for a Dead Musician opus 16 
Wagner Die Meistersinger von Nürnberg WWV96: 
Overture 
Järnefelt Praeludium 
Grainger Shepherd's Hey 
Beethoven Fifth Symphony opus 67: 3rd & 4th mvts 
Gardiner, Balfour Shepherd Fennel's Dance 
Tchaikovsky First Quartet opus 11: 2nd mvt 
Weber Oberon: Overture 
1 
Apr 
1936 
Midland 
Transmitter (BBC 
Regional 
Programme) 
Leonard Carrodus (vln) 
Barbara Welby (sop) 
Roger Sacheverell Coke (pno)  
Coke 6 Songs opus 19: nos. 2 & 6 
Coke Song (opus NK) The Daffodils228 
Coke First Piano Sonata opus 12 
Coke Elegy for a Dead Musician opus 16 
12 
Apr 
1936 
Parish Church, 
Chesterfield, 
Derbyshire 
John Frederick Staton (cond) Coke Easter Anthem (NK) 
21 
Jun 
1936 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Welby (sop) 
Alan Morton (cello) 
Roger Sacheverell Coke (pno) 
Coke First Piano Sonata opus 12 
Rachmaninoff Four Songs (NK) 
Coke First Cello Sonata opus 24† 
Coke Five Songs (NK) 
Coke Berceuse 
Coke Polichinelle 
Coke First Vocal Concerto opus 25 
28 
Jun 
1936 
Brookhill Hall, 
Pinxton, 
Nottingham 
Roger Sacheverell Coke (pno) 
+ others NK 
Coke Works (NK) 
Rachmaninoff Works (NK) 
3 
Oct 
1936 
Brookhill Hall, 
Pinxton, 
Nottingham 
Roger Sacheverell Coke (pno) 
Charles Lynch (pno) 
Alan Morton (vc) 
Coke Second Piano Sonata opus 26 
Coke First Cello Sonata opus 24 
Rachmaninoff First Piano Sonata opus 28 (English 
premiere) 
10 
Dec 
1936 
Aeolian Hall, 
London 
Barbara Welby (sop) 
Alan Morton (cello) 
Charles Lynch (pno)  
Coke Ballade opus 27† 
Coke First Cello Sonata opus 24 (London 
premiere) 
Coke Polichinelle 
Coke Two Inventions 
Coke Second Piano Sonata opus 26 
--- 
(Coke Second Symphony opus 22 was also played, 
according to some sources.) 
5 
Jan 
1939 
Brookhill Hall, 
Pinxton, 
Nottingham 
Alan Morton (vc) 
Roger Sacheverell Coke (pno)  
Coke Second Cello Sonata opus 29† 
Coke First Cello Sonata opus 24 
Coke Second Piano Sonata opus 26 
Coke Ballade opus 27 
Coke Variations and Fugue opus 21 
 
228 Listed as part of opus 19 in the programme for this concert, ‘Daffodils’ does not appear in the score of the work. 
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24 
Feb 
1939 
Wylmington, 
Devon 
Alan Morton (vc) 
Roger Sacheverell Coke (pno)  
Coke Second Cello Sonata opus 29 
Coke Variations and Fugue opus 21 
Coke Ballade opus 27 
Coke Preludes opus 33: nos. 2-9 & 11 
Coke First Cello Sonata opus 24 
Coke Second Piano Sonata opus 26 
3 
Mar 
1939 
Norwich Roger Sacheverell Coke (pno) Coke Preludes opus 33: nos. 2-9 & 11 
23 
Apr 
1939 
Southwell 
Minister, 
Nottingham 
Barbara Welby (sop) 
A L Winfield (ob) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Sacred Concerto opus 35† 
27 
May 
1939 
BBC Regional 
Programme 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Second Cello Sonata opus 29 
18 
Jun 
1939 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Welby (sop) 
Roger Sacheverell Coke (pno) 
Coke Six Songs opus 39† 
17 
Jul 
1939 
Brookhill Hall, 
Pinxton, 
Nottingham 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
Coke Preludes opuses 33 & 34 
1 
Aug 
1939 
Borough Court, 
Winchfield 
Bridget Tallents (c) 
Garth Gainsford (vln) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno)  
Coke Second Cello Sonata opus 29 
Coke Fifteen Variations and Finale opus 37 
Coke Six Songs opus 40: no. 1† 
Coke Song (NK) 
Rachmaninoff 2 Songs (NK) 
Coke Elegiac Trio opus 32† 
3 
Aug 
1939 
The Pavilion, 
Bournemouth 
Charles Lynch (pno) 
Bournemouth Municipal 
Orchestra 
Richard Austin (cond) 
Wagner Tannhäuser WWV70: Overture 
Coke Third Piano Concerto opus 30† 
Bizet Symphony in C 
Sibelius Finlandia opus 26 
17 
Oct 
1939 
Brookhill Hall, 
Pinxton, 
Nottingham 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
23 
Oct 
1939 
Brookhill Hall, 
Pinxton, 
Nottingham 
Will Taylor (ten) 
Roger Sacheverell Coke (pno)  
Coke Preludes opuses 33 & 34 
Coke Six Songs opus 40† 
27 
Oct 
1939 
Town Hall, 
Burton-on-Trent 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37  
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6 
Dec 
1939 
Terrace Road 
School Hall, 
Mansfield or 
Methodist Church 
School Room, 
Leeming Street, 
Mansfield 
Barbara Welby (sop) 
Will Taylor (ten) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Fifteen Variations and Finale opus 37 
Coke Second Cello Sonata opus 29 
Coke Six Songs opus 19 
Coke First Cello Sonata opus 24 
Coke Six Songs opus 39: nos. 2-4 
Coke November Afternoon opus 31† 
Coke Eleven Preludes opus 33: nos. 8, 6 & 11 
Coke Six Songs opus 40: nos. 2, 4, 5 & 6 
10 
Dec 
1939 
Pinxton Church, 
Nottingham 
Barbara Welby (v) 
A L Winfield (ob) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Sacred Concerto opus 35 
13 
Dec 
1939 
Pump Room, Bath Bridget Tallents (c) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Second Cello Sonata opus 29 
Coke First Cello Sonata opus 24 
Coke Six Songs opus 40 
8 
Mar 
1940 
Central Hall, 
Derby 
Raymond Mosley (vln) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
  
Coke Fifteen Variations and Finale opus 37 
Coke Elegiac Trio opus 32 
Coke First Cello Sonata opus 24 
Coke Preludes opus 33: nos. 2, 3, 6-8 & 11 
Coke Second Cello Sonata opus 29 (2nd mvt) 
22 
Sep 
1940 
Brookhill Hall, 
Pinxton, 
Nottingham 
Cecile Lanyon (sop) 
Roger Sacheverell Coke 
(pno/cond) 
Brookhill Symphony 
Orchestra229 
F. H. Jessop (cond) 
Coke Second Symphony opus 22† 
Coke Third Piano Concerto opus 30 
Mendelssohn Hebrides Overture opus 26 
Coke First Vocal Concerto opus 25 
Rachmaninoff Fourteen Romances opus 34 no. 14 
3 
Nov 
1940 
Brookhill Hall, 
Pinxton, 
Nottingham 
Raymond Mosley (vln) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke First Cello Sonata opus 24 
Coke Second Cello Sonata opus 29 
Coke Elegiac Trio opus 32 
17 
Nov 
1940 
Brookhill Hall, 
Pinxton, 
Nottingham 
Bridget Tallents (c) 
Alfred Fletcher (vln) 
Roger Sacheverell Coke (pno) 
Coke Fifteen Variations and Finale opus 37 
Coke Eleven Preludes opus 33 (selection NK) 
Coke Ballade opus 27 
Coke Six Songs opus 40 
Coke Elegy for a Dead Musician opus 16 
30 
Nov 
1940 
George Hotel, 
Nottingham 
Enoch Allington (v) 
Dorothy Bryan (v) 
Leslie Huckerby (vln) 
Alice Hogg (vln) 
Fanny Davies (vc) 
Dr. Proctor (vc) 
Rachael Stone (pno) 
J. Loudon Merry (pno) 
Gade Trio opus 42 
Dohnányi Violin Sonata opus 21 
Beethoven Piano Sonata in E minor opus 90 
Lavrin Piano Pieces (NK) 
Coke Piano Pieces (NK) 
Casella Piano Pieces (NK) 
+ vocal items (NK) 
 
229 This concert may have been the début performance of the Brookhill Symphony Orchestra, founded by Roger 
Sacheverell Coke.  It was widely publicised as such, although the concert on 9 December 1931 was most likely the 
first performance by the ensemble.  22 September 1940 was Coke’s first performance as a conductor. 
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1 
Dec 
1940 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Welby (sop) 
A L Winfield (ob) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Sacred Concerto opus 35 
Coke Second Piano Sonata opus 26 
Coke Variations and Fugue opus 21 
Coke Berceuse 
Coke Poem opus 36 (piano version) 
Coke The Cenci opus 41: Act I Sc 2 
Coke Four Songs (NK) 
Jan 
1941 
Nottingham Roger Sacheverell Coke (pno) 
Brookhill Symphony 
Orchestra 
Brahms Third Symphony opus 90 
Coke Third Piano Concerto opus 30 
Rachmaninoff The Rock opus 7 
22 
Feb 
1941 
Southwell 
Minister, 
Nottingham 
Roger Sacheverell Coke (pno) 
Bournemouth Municipal 
Orchestra 
Richard Austin (cond) 
Coke Third Piano Concerto opus 30 
Coke The Cenci opus 41: Prelude † 
Wagner Siegfried Idyll WWV103 
Brahms Third Symphony opus 90 
Rachmaninoff The Rock opus 7 
27 
Apr 
1941 
Brookhill Hall, 
Pinxton, 
Nottingham 
Bridget Tallents (c) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Second Cello Sonata opus 29 
Rachmaninoff Twelve Romances opus 14 no. 12 
Rachmaninoff Six Romances opus 8 no. 3 
Rachmaninoff Twelve Romances opus 21 no. 10 
Rachmaninoff Fifteen Romances opus 26 nos. 2, 3 
& 13 
Coke Fifteen Variations and Finale opus 37 
Coke Six Songs opus 42† 
Coke Poem opus 36 (piano version) 
13 
May 
1941 
Albert Hall, 
Manchester 
Iris Lunan-Tryon (c) 
Roger Sacheverell Coke (pno) 
George Whittaker (pno) 
Coke Eleven Preludes opus: 33 nos. 2, 7 & 11* 
Whittaker, George Against Oblivion 
Whittaker, George You Are Mine 
Whittaker, George Exceeding Sorrow 
Whittaker, George Lake Isle of Innisfree 
Whittaker, George The Ghost 
Whittaker, George Vox Ultima Crucis 
Whittaker, George O Spring 
Whittaker, George The Long Desired 
Whittaker, George I Will Not Let Thee Go 
Whittaker, George Stars 
Coke Fifteen Variations and Finale opus 37* 
19 
May 
1941 
Derby Music Club Mrs. B. King (v) Coke Six Songs opus 40 
Coke Songs opus 39: nos. 2, 3 & 5 
19 
Jul 
1941 
Parkfields Cedars 
School Hall, Derby 
Roger Sacheverell Coke (pno) Coke Eleven Preludes opus 33: nos. 7 & 8  
3 
Oct 
1941 
Pavilion Gardens, 
Buxton 
The Spa Orchestra 
Roger Sacheverell Coke (pno) 
Kneale Kelley (cond) 
Smetana The Bartered Bride: Overture 
Grieg Lyric Suite opus 54 
Coke Third Piano Concerto opus 30 
Beethoven Leonora Overture opus 72b 
Beethoven Fifth Symphony opus 67 
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23 
Oct 
1941 
The Pavilion, 
Torquay 
Roger Sacheverell Coke (pno) 
Municipal Orchestra  
Ernest W. Goss (cond) 
Glinka Ruslan & Lyudmila: Overture 
Coke Third Piano Concerto opus 30 
Beethoven Eighth Symphony opus 93 
Coke Eleven Preludes opus 33: nos. 2, 6-9 & 11 
Borodin Polovtsian Dances 
9 
Nov 
1941 
Sutton in Ashford Barbara Welby (sop) 
Roger Sacheverell Coke (pno) 
Brookhill Symphony 
Orchestra 
Trevor Harvey (cond) 
Coke Fourth Piano Concerto opus 38† 
Rachmaninoff The Rock opus 7 
Rachmaninoff Second Symphony opus 27 
Coke First Vocal Concerto opus 25 
22 
Nov 
1941 
Blue Triangle 
Residence Hall, 
Nottingham 
Barbara Welby (sop) 
Raymond Mosley (vln) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
 
  
Coke Fifteen Variations and Finale opus 37 
Coke Eight Songs opus 43 
Coke Second Cello Sonata opus 29 
Coke Eleven Preludes opus 33: nos. 2, 7 & 11 (& 3 
more NK) 
Coke Elegiac Trio opus 32 
Coke Three Songs (NK, text by Humbert Wolfe) 
Coke Eight Songs opus 43† 
13 
Feb 
1942 
Nottingham 
University 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
Coke Preludes opus 33: nos. 2, 7 & 11  
28 
Feb 
1942 
Nottingham 
Contemporary Art 
Exhibition 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
Coke Preludes opus 33: nos. 2, 7 & 11 
19 
Apr 
1942 
Queen Mary Hall Marianne Mislap-Kapper (c) 
Walter Jellinek (pno) 
Schubert Die Liebe hat gelogen D751 
Schubert Schwanengesang D957: Liebesbotschaft 
Schubert Ave Maria D839 
Schubert Der Jüngling an der Quelle D300 
Schubert Den Musensohn D764 
Gipps, Ruth Safety opus 11c 
Rhodes, Josephine A Great Time 
Hall, Richard The Birds 
Holbrooke The Price 
Negro Sprituals (various) 
Coke Six Songs opus 40 nos. 1-4 
Wolf Mörike Lieder: In der Frühe 
Wolf Mörike Lieder: Elfenlied 
Wolf Mörike Lieder: Er ist’s 
Wolf Spanisches Liederbuch: In dem Schatten 
meiner Locken 
Wolf Italienisches Liederbuch: Mein Liebster singt 
am Haus  
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25 
Apr 
1942 
St. Peter’s Church 
Hall, Belsize 
Square, London 
Marianne Mislap-Kapper (c) 
Alice Wilcek (pno) 
D’Astorga, Emanuele Aria 
Pergolesi Arietta 
Paradies Arietta 
Menuet d’Exaudet (French Folksong) 
Debussy Two Romances: Les Cloches 
Debussy Mandoline 
Seiber Prayer 
Seiber Rain 
Holbrooke The Price 
Rhodes, Josephine A Great Time 
Coke Six Songs opus 40 no. 2 
Brydson, John A Sheaf of Song Miniatures 
Gambs, Alec Cossack Lullaby 
Wolf Italienisches Liederbuch: Gesegnet sei230 
Wolf Italienisches Liederbuch: Und willst du 
deinen Liebsten sterben sehen 
Wolf Italienisches Liederbuch: Ich hab’ in Penna 
einen Liebsten 
Wolf Mausfallensprüchlein 
Wolf Mörike Lieder: Er ist’s 
Wolf Mörike Lieder: Begegnung 
12 
May 
1942 
Sleaford Music 
Club 
Barbara Welby (sop) 
Roger Sacheverell Coke (pno)  
Coke Fifteen Variations and Finale opus 37 
Coke Preludes opus 33: nos. 2, 7 & 11 
Coke Preludes opus 34 (NK) 
Rachmaninoff Three Songs (NK) 
Coke Three Songs (NK) 
Coke Eight Songs opus 43: no. 1 
Rachmaninoff Three Preludes (NK)231 
26 
May 
1942 
International Arts 
Centre, London 
Marianne Mislap-Kapper (c) 
Walter Jellinek (pno) 
Gipps, Ruth Safety opus 11c 
Rhodes, Josephine A Great Time 
Hall, Richard The Birds 
Holbrooke The Price 
Coke Six Songs opus 40 nos. 1-4 
Gambs, Alex Cossack Lullaby 
Brydson, John A Sheaf of Song Miniatures 
Merry, Loudon Everyone Sang 
Negro Spirituals (various) 
27 
May 
1942 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Welby (sop) 
Alan Morton (vc) 
Alice de Belleroche (gtr) 
Roger Sacheverell Coke (pno) 
  
Coke Third Cello Sonata opus 44† 
Tarrega Alhambra Memories 
Borodin Russian Serenade 
Pujol The Bumblebee 
Malats Spanish Serenade 
Coke Eight Songs opus 43: nos. 1, 2, 5 & 6 
Coke Second Vocal Concerto opus 47† 
Rachmaninoff Ten Preludes opus 23: nos. 3, 4 & 
10 
Coke Eleven Preludes opus 34 
Albeniz Legend 
Traditional Spanish Gypsy Dance 
 
230 It is not clear in the sources whether ‘Gesegnet sei, durch den die Welt entstund’ from Book 1, or ‘Gesegnetsei 
das Grün, from Book 2 of the Italienisches Liederbuch, was performed at this concert.  
231 Although the sources do not indicate which Rachmaninoff Preludes Coke played at this performance, given his 
limited solo repertoire of works by other composers and his other concerts featuring Rachmaninoff in 1942, it is 
reasonably likely that he played Preludes opus 23 nos. 3, 4 & 10. 
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31 
May 
1942 
Twenty-Two Club, 
Shakespeare 
Street, 
Nottingham 
Bridget Tallents (c) 
Roger Sacheverell Coke (pno) 
J. Loudon Merry (pno) 
 
Rachmaninoff Three Preludes (NK)232* 
Coke Ballade opus 27* 
Coke Six Songs opus 40: nos. 1-4 
Coke Six Songs opus 39: nos. 2 & 3 
Merry Sonata opus 17 
Coke Eleven Preludes opus 34 
Merry Waltzes opus 12 
Merry Three Eclogues opus 11 
2 
June 
1942 
Large Hall, 
Bishop’s Manor, 
Southwell 
Bridget Tallents (c) 
Alice de Belleroche (gtr) 
Alan Morton (vc) 
Roger Sacheverell Coke (pno) 
Coke Third Cello Sonata opus 44 
Visee Menuet 
Tarrega Alhambra Memories 
Borodin arr. de Belleroche Russian Serenade  
Albeniz Spanish Legend 
Lully Bois Epais 
Händel Amadigi di Gaula HWV11: Ah! Spietato 
Rachmaninoff Six Romances opus 8: no. 3 
Rachmaninoff Fifteen Romances opus 26: no. 2 
Rachmaninoff Twelve Romances opus 14: no. 12 
Rachmaninoff Preludes opus 23: nos. 3, 4 & 10 
Pujol The Bumblebee 
Mozart-Sor Thème Varié 
Chopin arr. de Belleroche Etude (NK) 
Traditional Spanish Gypsy Dances 
Coke Six Songs opus 42† 
3 
Sep 
1942 
St George's 
Church, London 
WC1 
Marianne Mislep-Kapper (c) 
Marjorie Trevelyan (ob) 
Constance Marchant (vc) 
Roger Sacheverell Coke (pno)  
Coke Sacred Concerto opus 35 
Rachmaninoff Preludes (NK)232 
Hotteterre Suite 
Coke Songs (NK) 
Ravel Pavane pour une infante défunte 
Ibert Aria 
18 
Sep 
1942 
Pavilion Gardens, 
Buxton 
Norina Semino (vc) 
Roger Sacheverell Coke (pno) 
Buxton Orchestra 
Phillips, M Scherzo 
Brahms Academic Festival Overture 
Coke Poem opus 36† 
Bruch Kol Nidrei 
Mozart Symphony no. 39 K543 
Tchaikovsky Nutcracker Suite opus 71a (selection NK) 
Wagner Tristan and Isolde WWV90: Prelude & 
Liebestod 
Rachmaninoff Ten Preludes opus 23: nos. 4 & 3 
Coke Eleven Preludes opus 33: nos. 2 & 7 
Herbert, Victor Irish Rhapsody 
1  
Oct 
1942 
Nottingham Roger Sacheverell Coke 
(cond) 
Brookhill Symphony 
Orchestra 
Brahms First Symphony opus 68 
Rachmaninoff Isle of the Dead opus 29 
Coke First Symphonic Poem, ‘The Lotos Eaters’ 
opus 45† 
 
232 Although the sources do not indicate which Rachmaninoff Preludes Coke played at this performance, given his 
limited solo repertoire of works by other composers and his other concerts featuring Rachmaninoff in 1942, it is 
reasonably likely that he played Preludes opus 23 nos. 3, 4 & 10. 
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25 
Oct 
1942 
Nottingham Roger Sacheverell Coke 
(cond) 
Brookhill Symphony 
Orchestra233 
Brahms First Symphony opus 68 
Coke First Symphonic Poem, ‘The Lotos Eaters’ 
opus 45 
Coke Second Vocal Concerto opus 47 
Rachmaninoff Isle of the Dead opus 29 
9 
Nov 
1942 
London Anglo-
Polish Club, 
Dorchester Hotel, 
London 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37  
9 
Jan 
1943 
Nottingham Music 
Club 
Marianne Mislap-Kapper (c) 
Veronica Hatten (fl) 
Paul McEwan (cl) 
Hilda Alton (vln) 
Jessica McEwan (vln) 
Egon Fuchs (vc) 
Roger Sacheverell Coke (pno) 
Alice Hogarth (pno) 
M. Hogg (pno) 
Coke Six Songs opus 49* 
Arne Sonata in E minor 
Purcell Flute Solo (NK) 
Stanley, John Flute Solo (NK) 
Eccles, John Sonata in G minor 
Boughton, Rutland Celtic Prelude 
Bax Clarinet Sonata 
10 
Jan 
1943 
Kings Cinema, 
Kirkby-in-Ashfield 
Marianne Mislap-Kapper (c) 
Alice de Belleroche (gtr) 
Roger Sacheverell Coke (pno)  
Coke Fifteen Variations and Finale opus 37 
Coke Six Songs opus 49: no. 3 
Schubert Songs (NK) 
Negro Spirituals (various) 
Works for guitar by Tarrega, Borodin & Torrora 
Rachmaninoff Preludes234 
31 
Jan 
1943 
Dorchester Hotel, 
London 
Barbara Welby (sop) 
Raymond Mosley (vln) 
Roger Sacheverell Coke (pno) 
  
Coke First Violin Sonata opus 46† 
Coke Songs (NK, including ‘Isles 
of Greece’, text by Byron)235 
Coke Six Songs opus 49 no. 4 
Coke Six Songs opus 39 nos. 1 &3 (London 
Premiere) 
14 
Feb 
1942 
Nottingham 
University 
Roger Sacheverell Coke (pno) Coke Second Piano Sonata opus 26 
Coke Fifteen Variations and Finale opus 37 
7 
Mar 
1943 
Quiet Club 
(Service Club), 
Liverpool 
Roger Sacheverell Coke (pno) Schumann Arabeske opus 18 
Coke Fifteen Variations and Finale opus 37 
Rachmaninoff Ten Preludes opus 23: nos. 4, 3 & 6 
Rachmaninoff Six Moments Musicaux opus 16 no. 3 
Coke Second Piano Sonata opus 26 
 
233 Although some sources indicate that this performance was the first by the Brookhill Symphony Orchestra, that is 
not the case.  This concert was their first appearance in Nottingham, but the orchestra’s first ever performance was 
on 9 December 1931. 
234 Although the sources do not indicate which Rachmaninoff Preludes Coke played at this performance, given his 
limited solo repertoire of works by other composers and his other concerts featuring Rachmaninoff in 1942, it is 
reasonably likely that he played Preludes opus 23 nos. 3, 4 & 10. 
235 ‘Isles of Greece’ was reportedly written especially for this concert, but features on none of Coke’s works lists or 
in any of his manuscripts. 
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14 
Mar 
1943 
Music Guild, 
Birkenhead 
Roger Sacheverell Coke (pno) Schumann Arabeske opus 18 
Coke Fifteen Variations and Finale opus 37 
Rachmaninoff Ten Preludes opus 23: nos. 4, 3 & 6 
Rachmaninoff Six Moments Musicaux opus 16 no. 3 
Coke Second Piano Sonata opus 26 
18 
Mar 
1943 
St Helen’s Hall, 
Buxton (?) 
Roger Sacheverell Coke 
(speaker & pno) 
Lecture: 
Further information NK. 
24 
Mar 
1943 
Y.W.C.A Central 
Club, London 
Marianne Mislap-Kapper (c) 
Miss Scott (pno) 
Holbrooke The Price 
Merry, Loudon Everyone Sang 
Merry, Loudon She Comes Not 
Merry, Loudon Blows the Wind Today 
Merry, Loudon With Rue my Heart is Laden 
Hall, Richard Pied Beauty; The Birds 
Brydson, John A Sheaf of Song Miniatures 
Rhodes, Josephine A Great Time, Alleluja 
Coke Six Songs opus 40 nos. 1, 3 & 4 
Gambs, Alex Cossack Lullaby 
3 
Apr 
1943 
Queen Mary Hall, 
London 
Marianne Mislap-Kapper (c) 
Roger Sacheverell Coke (pno) 
 
Purcell Ah! Belinda 
Purcell I Attempt from Love’s Sickness to Fly 
Haydn Dice Pure Chi Vuol Dire Hob.XXIVb:8 
Mozart The Marriage of Figaro K492: Aria (NK) 
Mozart Alleluja (NK) 
Anderson-Lucas, Mary The Hour of Magic 
Rhodes, Josephine The Knight of Bethlehem 
Rhodes, Josephine Anthem for Ascensiontide 
Coke Six Songs opus 49: nos. 2-4 (London Premiere) 
Coke Six Songs opus 42: no. 5 
Schubert Der blinde Knabe D833 
Schubert Die Forelle D550 
Schubert Gretchen am Spinnrade D118 
Schubert Wiegenlied D498 
Schubert Rastlose Liebe D138 
Wolf Spanisches Liederbuch: Nun wandre Maria  
Wolf Mörike Lieder: Auf ein altes Bild 
Wolf Italienisches Liederbuch: Du denkst mit 
eimem Fädchen mich zu fangen 
Wolf Eichendorff-Lieder: Der Musikant 
Mahler Lieder und Gesänge: Hans und Grethe 
Mahler Lieder und Gesänge: Scheiden und Meiden 
24 
Apr 
1943 
York Northern Command 
Orchestra 
Roger Sacheverell Coke (pno) 
Bizet Jeux D’Enfants opus 22: Suite 
Coke Third Piano Concerto opus 30 
Foulds Keltic Lament 
Tchaikovsky Petite Valse opus 40 
Rachmaninoff Ten Preludes opus 23: nos. 3, 4, 6 & 
10 
Mozart Eine Kleine Nachtmusik K525 
15 
May 
1943 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Welby (sop) 
Roger Sacheverell Coke (pno) 
J. Loudon Merry (pno) 
Rachmaninoff First Piano Sonata opus 28* 
Rachmaninoff Ten Preludes opus 23: nos. 3, 4, 6 & 
10* 
Rachmaninoff Francesca de Rimini opus 25: Love 
Song* 
Rachmaninoff Six Pieces opus 11 (selection NK) 
Rachmaninoff Six Poems opus 38 
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25 
May 
1943 
University College, 
Highfields 
Roger Sacheverell Coke (pno) Coke Second Piano Sonata opus 26 
Rachmaninoff Ten Preludes opus 23: nos. 4, 3 & 6 
Schumann Arabeske opus 18 
9 
Jun 
1943 
Technical College, 
Mansfield 
Roger Sacheverell Coke (pno) Schumann Arabeske opus 18 
Coke Fifteen Variations and Finale opus 37 
Rachmaninoff Moment Musicaux opus 16: no. 3 
Rachmaninoff Ten Preludes opus 23: no. 6 
Rachmaninoff Etude-Tableau opus 39: no. 5 
Rachmaninoff First Piano Sonata opus 28 
Coke Second Piano Sonata opus 26 
22 
Jun 
1943 
International Arts 
Centre 
Roger Sacheverell Coke (pno 
& speaker) 
Lecture-Recital: 
‘Rachmaninoff’ 
8 
Jul 
1943 
Queen Mary Hall, 
London 
Marianne Mislap-Kapper (c) 
Harold Fairhurst (vln) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke First Violin Sonata opus 46 
Coke Six Songs opus 39: no. 3 
Coke Six Songs opus 42: nos. 2 & 5 
Coke Eight Songs opus 43: nos. 3 & 4 
Coke Six Songs opus 49: no. 4 
Coke Fifteen Variations and Finale opus 37 
Coke Elegiac Trio opus 32 (London Premiere) 
13 
Sep 
1943 
Trinity College of 
Music, London 
Sophie Wyss (sop) 
Winifred Smith (fl) 
Harold Fairhurst (vln) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Ruth Gipps (pno) 
Gipps, Ruth Ducks 
Coke First Violin Sonata opus 46* 
Weisgall, Hugo Four Songs (NK) 
3  
Oct 
1943 
Quiet Club 
(Service Club) 
Liverpool 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
Coke Ballade opus 27 
Rachmaninoff Ten Preludes opus 23: no. 4 
Rachmaninoff Études-Tableaux opus 39: no. 5 
Rachmaninoff First Piano Sonata opus 28 
14 
Nov 
1943 
Grand Theatre, 
Derby 
Roger Sacheverell Coke (pno) 
North Midlands Orchestra236 
Walter Disney (cond) 
Borodin Prince Igor: Overture 
Dvořák New World Symphony opus 95 
Rachmaninoff Second Piano Concerto opus 18 
Rachmaninoff Two short piano pieces (NK) 
Weber Overture: Oberon 
Holst St Paul's Suite 
 
236 14 November 1943 was the first performance given by the North Midlands Orchestra. 
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5 
Dec 
1943 
Royal Institution, 
Liverpool 
Barbara Welby (sop) 
Harold Fairhurst (vln) 
Roger Sacheverell Coke (pno) 
Rachmaninoff Ten Preludes opus 23: nos. 3 & 6 
Rachmaninoff Études-Tableaux opus 39: no. 5 
Debussy De Fleurs; De Soir 
Mahler Fruhlingsmorgen; Ich atmet’ einen linden 
Duft 
Rachmaninoff Six Poems opus 38 
Coke Fifteen Variations and Finale opus 37 
Coke First Violin Sonata opus 46 
Coke Six Songs opus 39: no. 3 
Coke Eight Songs opus 43: nos. 1, 5 & 6 
Coke Song (opus NK) Dearest do not you delay me237 
10 
Dec 
1943 
International Art 
Centre, London 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
Coke Preludes opus 33: nos. 2, 6-9 & 11 
Coke Ballade opus 27 
Rachmaninoff Works NK 
13 
Jan 
1944 
Brookhill Hall, 
Pinxton, 
Nottingham 
Roger Sacheverell Coke (pno) Rachmaninoff Three Preludes (NK) 
Coke Fifteen Variations and Finale opus 37 
Rachmaninoff Etude-Tableau opus 39 no. 6 
Rachmaninoff First Piano Sonata opus 28 
 
3 
Oct 
1950 
Wigmore Hall, 
London 
Barbara Lind (sop)238 
John Francis (fl) 
Harold Fairhurst (vln) 
Bernard Davis (vla) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke Second Cello Sonata opus 29  
(London premiere) 
Coke Fourteen Songs, from Rhymes and 
Roundelayes opus 54: nos. 14, 3, 2, 11, 10 & 14 
Coke Ortina Trio opus 59 
Coke First Violin Sonata opus 46 
10 
Oct 
1950 
Wigmore Hall, 
London 
Marianne Mislap-Kapper (c) 
Barbara Lind (sop)239 
Harold Fairhurst (vln) 
Watson Forbes (vla) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke First Viola Sonata opus 60† 
Coke Eight Songs opus 43 
Coke Songs opus 39 (selection NK) 
Coke The Cenci opus 41: Two scenes from Act 2 (NK) 
Coke Elegiac Trio opus 32 
 
237 The song, ‘Dearest do not you delay me’ is given on Coke’s concert programmes as opus 43, but the song does 
not appear in the manuscript of this opus. 
238 Barbara Welby sang at this concert, but the programme gives her maiden name, Lind.  (She married Sir Oliver 
Charles Earle Welby on 18 April 1927.) 
239 Barbara Welby sang at this concert, but the programme gives her maiden name, Lind.  (She married Sir Oliver 
Charles Earle Welby on 18 April 1927.) 
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28 
Oct 
1950 
St Teresa’s Hall, 
Brentwood 
Barbara Lind (sop)240 
Yvonne de Rowen (pno) 
Debussy Pour le piano 
Campra arr. Moffat Charmant papillon 
Duni Le temps passé 
Literes arr. Obradors Canfiado Jilguerillo 
Fauré Après un rêve 
Duparc Chanson triste 
Debussy Cheveaux de bois 
Chopin Nocturne opus 48 no. 1 
Chopin Two Waltzes opus 64 
Chopin Etudes opus 10: no. 12 
Gurney All Night Under the Moon 
Coleman, Ellen The Lamb 
Coke Songs opus 54: no. 10 
Barber Sure on this shining night 
Seiber Each time, my love 
Seiber O your eyes are dark 
Shostakovich Three Fantastic Dances opus 1 
Hobson, Michael Deux Pièces Gaies 
9 
Dec 
1950 
Lady Tallent's 
House, Dartford 
Roger Sacheverell Coke (pno) Coke Fifteen Variations and Finale opus 37 
Chopin Three Preludes (NK) 
Rachmaninoff Three Preludes (NK 
Coke Six Songs opus 19: nos. 6, 3 & 5  
16 
Jan 
1951 
Mansfield 
Museum 
Roger Sacheverell Coke 
(speaker) 
Gramophone Recital: 
Rachmaninoff First Piano Concerto opus 1 
Rachmaninoff Paganini Rhapsody opus 43 
Rachmaninoff Third Piano Concerto opus 30 
21 
Jan 
1951 
Brookhill Hall, 
Pinxton, 
Nottingham 
Barbara Lind (sop) 
Roger Sacheverell Coke (pno)  
Coke Fifteen Variations and Finale opus 37 
Coke Six Songs opus 19: nos. 1 & 6 
Coke Invocation opus 50† 
Coke November Afternoon opus 31 
Coke Six Songs opus 39 
Coke Thirty Songs opus 58: no. 29† 
Coke First Piano Sonata opus 12 
Coke Eight Songs opus 43: nos. 5 & 6 
Coke Song (opus NK) Dearest do not you delay me241 
 
240 Barbara Welby sang at this concert, but the programme gives her maiden name, Lind.  (She married Sir Oliver 
Charles Earle Welby on 18 April 1927.) 
241 The song, ‘Dearest do not you delay me’ is given on Coke’s concert programmes as opus 43, but the song does 
not appear in the manuscript of this opus. 
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Date Venue Performers Repertoire 
4 
May 
1951 
St. Augustine’s 
Hall, Bromley 
Kathleen Lindsay (sop) 
Roy Hickman (bs) 
Tessa Robbins (vln) 
Mary Walker (pno) 
Kathleen Towers (pno) 
Evelyn Sargent (pno) 
Traditional Gathering Daffodils 
Traditional The Sally Gardens 
Traditional The Spanish Lady 
Traditional Over the Mountains 
Geminiani Sonata in B flat 
Purcell The Indian Queen: I Attempt from Love’s 
Sickness to Fly 
Purcell The Owl is Abroad 
Händel Droop not young lover 
Händel From the Rage of the Tempest 
Händel Scipione HWV 20: Hear me ye winds and 
waves 
Brahms Intermezzo opus 19 no. 3 
Bach arr. Scott My Heart Ever Faithful 
Albeniz Seguidillas 
Goatley, Alma The Cherry Tree doth Bloom 
Bridge O, That it were so! 
Quilter To Daisies 
Coke Six Songs opus 19: no. 5 
Bridge Moto Perpetuo 
Grieg Norwegian Dance 
Hubay Hejre Kati 
Traditional Shepherd, see thy horse’s foaming mane! 
Traditional Long ago when I was still free 
Traditional O, Waly, Waly 
Traditional O, No John 
Chopin Nocturne opus posth. 72 
Chopin Second Scherzo opus 31 
23 
May 
1951 
County Grammar 
School for boys, 
Dartford 
Katheen Lindsey (sop) 
Sylvia Paulin (vln) 
Denise Kendrick (pno) 
James Atkins (pno) 
Mary Walker (pno) 
Eileen Waistell (pno) 
Hume, Tobias Fain Would I Change That Note 
Händel Alalanta HWV35: Care Selve 
Wolf Modest Heart 
Brahms Wiegenlied opus 49 no. 4 
Wieniawski Legende opus 17 
Pugnani-Kreisler Tempo di Menuetto 
Purcell arr. West Arise, Ye Subterranean Winds 
Arne arr. Carse Come, Calm Content 
Boyce arr. Jacob Rail No More, Ye Learned Asses 
Chopin Second Scherzo opus 31 
Gibbs, Armstrong The Splendour Falls 
Ireland The Heart’s Desire 
Parry Love Is A Bable 
Mendelssohn Andante opus 64 
Kreisler Schön Rosmarin 
Elgar Shepherd’s Song opus 16 no. 1 
Parry The Maiden 
Warlock Mr. Belloc’s Fancy 
Coke Six Songs opus 19: no. 5 
Ravel Jeux d’eau 
Ravel Alborada del Gracioso 
27 
May 
1951 
Brookhill Hall, 
Pinxton, 
Nottingham 
Harold Fairhurst (vln) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke Second Cello Sonata opus 29 
Coke First Violin Sonata opus 46 
Coke Third Cello Sonata opus 44 
3 Sep 
1951 
Brookhill Hall, 
Pinxton, 
Nottingham 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke First Cello Sonata opus 24 
Coke Second Cello Sonata opus 29 
Coke Third Cello Sonata opus 44 
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6 
Oct 
1951 
Wigmore Hall, 
London 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke First Cello Sonata opus 24 
Coke Second Cello Sonata opus 29 
Coke Third Cello Sonata opus 44 (London Premiere) 
13 
Dec 
1951 
Nottingham Marianne Mislap-Kapper (c) 
John Francis (fl) 
Watson Forbes (vla) 
Roger Sacheverell Coke (pno) 
Coke Ortina Trio opus 59 
Coke Fourteen Songs, from Rhymes and 
Roundelayes opus 58: nos. 1†, 2† 16†, 18†, 19† & 
Open the door to me, O (no. NK) 
Coke Six Songs opus 40: no. 3 
Coke Six Songs opus 42: nos. 1 & 5 
Coke Six Songs opus 49: no. 5 
Coke First Viola Sonata opus 60 
14 
Dec 
1951 
Technical College, 
Mansfield 
Harold Fairhurst (vln) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke First Violin Sonata opus 46 
Coke Elegiac Trio opus 32 
Coke Second Cello Sonata opus 29 
3 Feb 
1952 
Brookhill Hall, 
Pinxton, 
Nottingham 
John Francis (fl) 
Harold Fairhurst (vln) 
Watson Forbes (vla) 
Sela Trau (cello) 
Roger Sacheverell Coke (pno) 
Coke Ortina Trio Opus 59 
Coke First Viola Sonata opus 60 
Coke Elegiac Trio opus 32 
12 
Jan 
1955 
The Pastures 
Hospital, 
Mickleover, 
Derbyshire 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
Rachmaninoff Second Piano Concerto opus 18 
Rachmaninoff Third Piano Concerto opus 30 
 
16 
Feb 
1955 
The Pastures 
Hospital, 
Mickleover, 
Derbyshire 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
Rachmaninoff Isle of the Dead opus 29 
Rachmaninoff Cello Sonata opus 19 
Rachmaninoff Third Piano Concerto opus 30: 3rd mvt 
 
9 
Nov 
1955 
The Pastures 
Hospital, 
Mickleover, 
Derbyshire 
Sela Trau (vc) 
Roger Sacheverell Coke (pno)  
Coke Eleven Preludes opus 33: nos. 2, 7 & 11 
Chopin Preludes (NK) 
Coke First Cello Sonata opus 24 
Coke Second Cello Sonata opus 29  
2 
Jan 
1956 
Wigmore Hall, 
London 
Jan Sedivka (vln) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno)  
Coke Second Cello Sonata opus 29 
Coke Elegiac Trio opus 32 
Coke First Violin Sonata opus 46  
24 
Jan 
1956 
Albert Hall 
Institute, 
Nottingham or 
Tuesday Club, 
Nottingham 
Stella Osbourne (sop) 
John Williams (pno) 
Roger Sacheverell Coke (pno)  
Bach arr. Williams Jesu, Joy of Man's Desiring 
BWV147 
Coke Fifteen Variations and Finale opus 37* 
Vocal pieces by Bach and Handel 
9 
May 
1956 
The Pastures 
Hospital, 
Mickleover, 
Derbyshire 
Jan Sedivka (vln) 
Sela Trau (vc) 
Roger Sacheverell Coke (pno) 
Coke First Violin Sonata opus 46 
Coke Elegiac Trio opus 32 
  
166 
Date Venue Performers Repertoire 
21 
Oct 
1956 
Greasley Church, 
Nottingham 
Roger Sacheverell Coke (pno) 
John Williams (organ) 
Coke Fifteen Variations and Finale opus 37 
Coke Third Piano Concerto opus 30242 
+ an improvisation on the organ 
23 
Oct 
1956 
Albert Hall, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
Rachmaninoff First Piano Concerto opus 1: 1st mvt 
Rachmaninoff Cello Sonata opus 19: 3rd mvt 
Rachmaninoff Four Songs (NK) 
Rachmaninoff Vocalise opus 34 no. 14 
Rachmaninoff The Bells opus 35 
Rachmaninoff Second Symphony opus 27: 1st mvt 
6 
Nov 
1956 
Albert Hall, 
Nottingham 
Sela Trau (vc) 
John Williams (pno) 
Roger Sacheverell Coke (pno) 
Beethoven Fourth Cello Sonata opus 102 
Coke Second Cello Sonata opus 29* 
Bach Suite BWV1007 
18 
Nov 
1956 
Nottingham Music 
Festival 
Eunice Timms (pno) Coke Moment Musical† 
19 
Feb 
1957 
Albert Hall 
Institute, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Talk: 
‘Rachmaninoff’ 
30 
Mar 
1957 
St. Saviour's 
Church, 
Nottingham 
Paul Esswood (sop) 
Philip Rutter (vln) 
John Williams (org/pno) 
Roger Sacheverell Coke (pno) 
Händel Let the Bright Seraphim 
Coke Third Piano Concerto opus 30* 
Schubert Ständchen D889 
Bach If Fortune You Would Know 
Beethoven Spring Sonata opus 24 
22 
Jun 
1957 
Grammar School 
for Girls, Dartford 
Roger Sacheverell Coke (pno) 
Dartford Symphony 
Orchestra 
Charles Farncombe (cond) 
 
Schubert Rosamunde D797 
Coke Third Piano Concerto opus 30 
Elgar Suite from the Bavarian Highlands 
Bizet L’Arlesienne Suite no. 1 
Händel arr. Beecham Gods Go a’Begging 
23 
Nov 
1957 
Victoria Hall, 
Grange-Over-
Sands 
Hedwig Stein (pno) Bach Jesu, Joy of Man’s Desiring 
Schubert Four Impromptus D899: no. 1 
Chopin Third Piano Sonata opus 58 
Coke Thirteen Preludes opus 34: nos. 14 & 19 
Granados The Maiden & the Nightingale 
Albeniz Sevilla 
Debussy Pour le piano 
25 
Nov 
1957 
Mechanics 
Institution, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Talk:  
‘Chopin’ 
2 
Feb 
1958 
Queen's Hall 
(Mechanics), 
Nottingham 
June Chambers (sop) 
Thomas Walton (tpt) 
Roger Sacheverell Coke (pno) 
Nottingham Symphony 
Orchestra  
Gaze Cooper (cond) 
Haydn Trumpet Concerto Hob.: VIIe/1 
Mozart Una donna a quindici anni from Così Fan 
Tutti K588 
Debussy L’Enfant Prodigue: Recit et Air de Lia 
Coke Third Piano Concerto opus 30 
Beethoven Third Symphony opus 55 
 
242 John Williams played the orchestral part of Coke’s Third Piano Concerto on the organ at this concert, and again 
on 30 March 1957. 
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4 Feb 
1958 
University Lecture 
Hall, Extra Mural 
Department, 
Shakespeare 
Street, 
Nottingham 
June Chambers (sop) 
Roger Sacheverell Coke (pno 
& speaker)  
Talk: 
‘The Music of Roger Coke' 
Coke Thule opus 74 no. 1† 
Coke 3 songs (NK) 
10 
Apr 
1958 
Winter Garden, 
Bournemouth 
Eugene Goossens (cond) Coke The Cenci opus 41†243 
18 
Sep 
1958 
Museum Lecture 
Hall, Leeming 
Street, Mansfield 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
Rachmaninoff Isle of the Dead opus 29, 
Rachmaninoff First Piano Sonata opus 28 
Rachmaninoff The Bells opus 35 
20 
Sep 
1958 
Brookhill Hall, 
Pinxton, 
Nottingham 
June Chambers (sop) 
Jan Sedivka (vln) 
Roger Sacheverell Coke (pno)  
Coke Fifteen Variations and Finale opus 37 
Coke First Violin Sonata opus 46 
Coke Second Violin Sonata opus 55: 1st mvt† 
Coke First Vocal Concerto opus 25 
Coke Six Songs opus 19: nos. 6 & 3 
Coke Song (opus NK) The Daffodils244 
Songs by Handel, Schumann & Rachmaninoff 
21 
Oct 
1958 
University Lecture 
Hall, Extra Mural 
Department, 
Shakespeare 
Street, 
Nottingham 
Roger Sacheverell Coke (pno 
and speaker) 
Talk: 
‘The Music of Bruckner and Mahler’ 
12 
Nov 
1958 
Louth 
Gramophone 
Society 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Rachmaninoff’ 
5 
Mar 
1959 
Jacksdale 
Educational 
Institute 
Roger Sacheverell Coke 
(speaker) 
Talk: 
‘The Piano Music of Chopin and Rachmaninoff’ 
11 
Apr 
1959 
Brookhill Hall, 
Pinxton, 
Nottingham 
June Chambers (sop) 
Jan Sedivka (vln) 
Roger Sacheverell Coke (pno) 
  
Coke First Violin Sonata opus 46 
Coke First Vocal Concerto opus 25 
Coke Fifteen Variations and Finale opus 37 
Händel Art thou troubled 
Schumann Devotion opus 25 no. 1 
Rachmaninoff Six Romances opus 8: no. 3 
Coke Second Violin Sonata opus 55: 1st mvt 
Coke Six Songs opus 19: nos. 6 & 3 
Coke Song (opus NK) The Daffodils245 
 
243 Although Rosemary Meynell wrote in 1959 that ‘Roger Sacheverell Coke… tells me that his opera The Cenci will 
be performed in Bournemouth at the Winter Garden on April 10th’ (Rosemary Meynell, "Opera Premiere", 
Derbyshire Advertiser, 6 November 1958, 5.), Coke himself wrote to Eugene Goossens in September of the same 
year that ‘the PRELUDE… was played under Austin in 1941 at Southwell Minster.  Otherwise not a note of the Opera 
has been publicly heard’ (Goossens, Correspondence, 23 September 1959).  It is therefore possible that the London 
performance on 5 November 1959 was the premiere. 
244 Listed as part of opus 19 in the programme for this concert, ‘Daffodils’ does not appear in the score of the work. 
245 Listed as part of opus 19 in the programme for this concert, ‘Daffodils’ does not appear in the score of the work. 
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Date Venue Performers Repertoire 
5 
Nov 
1959 
Scala Theatre, 
London 
Barbara Welby? 
Imperial Opera Company 
Ronal Firmager 
Ronald Stear 
Geoffrey Walls 
Patricia Bartlett 
Audrey Bowman 
Alicia Conchita 
Barry McDonald 
Frank Sale 
Ignatius McFadyen 
Patrick Largey 
London Symphony Orchestra 
Eugene Goossens (cond) 
Coke The Cenci opus 41 
30 
Jan 
1961 
Grimsby 
Gramophone 
Society 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Chopin’ 
6 
Mar 
1961 
Mechanics Music 
Circle, Nottingham 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Scriabin’ 
Scriabin The Poem of Ectasy opus 54 
Scriabin Fourth Piano Sonata opus 30 
Scriabin Third Symphony opus 43 
27 
Apr 
1961 
Public Library (NK) Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Bax’ 
Bax Third Symphony: 1st mvt 
Bax Morning Song 
30 
Oct 
1961 
Mechanics 
Institution, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Bax’ 
Bax First Piano Sonata 
Bax Third Symphony: 1st mvt 
Bax Viola Sonata 
Bax Mater, ora Filium 
11 
Apr 
1962 
Elder Yard 
Unitarian 
Schoolroom, 
Saltergate, 
Chesterfield 
Oliver Browett (vln) 
Richard Webb (vc) 
Roger Sacheverell Coke (pno)  
Coke Eleven Preludes opus 33: nos. 2, 7 & 11 
Mendelssohn arr. Achron On Wings of Song 
Hubay Hejre Kati 
Coke Fifteen Variations and Finale opus 37 
Schubert Ave Maria 
Monti Czardas 
Coke First Cello Sonata opus 24 
5 
Nov 
1962 
Mechanics 
Institution, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Mahler’ 
27 
May 
1963 
Mechanics 
Institution, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Gramophone recital: 
‘Chopin’ 
Chopin Second Piano Sonata opus 35 
Rachmaninoff Works (NK) 
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13 
Jun 
1964 
Brookhill Hall, 
Pinxton, 
Nottingham 
Brian Suter (ten) 
Oliver Browett (vln) 
Richard Webb (vc) 
John Williams (pno) 
Roger Sacheverell Coke (pno) 
Coke Elegiac Trio opus 32* 
Franck Prelude, Chorale and Fugue 
Coke Six Songs opus 19 
Coke Six Songs opus 39: no. 3 
2 
Sep 
1964 
Elder Yard 
Schoolroom, 
Saltergate, 
Chesterfield 
Brian Suter (ten) 
Oliver Browett (vln) 
Richard Webb (vc) 
Roger Sacheverell Coke (pno) 
Coke Second Cello Sonata opus 29 
Svendsen Romance opus 26 
Hubay Hejre Kati opus 32 
Coke Six Songs opus 19 
Vieuxtemps Rêverie 
Kreisler Praeludium and Allegro 
Coke Elegiac Trio opus 32 
10 
Apr 
1965 
Brookhill Hall, 
Pinxton, 
Nottingham 
Brian Suter (ten) 
Richard Webb (vc) 
Roger Sacheverell Coke (pno) 
Coke First Cello Sonata opus 24 
Coke Six Songs opus 39: nos. 1-4 
Coke Eight Songs opus 43: nos. 1, 6 & 5  
Coke Fifteen Variations and Finale opus 37 
Coke Fourteen Songs, from Rhymes and 
Roundelayes opus 54: nos. 8†, 7† & 14† 
Coke Songs: The Moon† & The Rose of the Year† 
Coke Poem opus 36 (piano version) 
22 
Nov 
1965 
Mechanics 
Institution, 
Nottingham 
Roger Sacheverell Coke 
(speaker) 
Talk: 
‘A Composer's Views' 
26 
Nov 
1965 
Queen Elizabeth 
School 
Roger Sacheverell Coke 
(speaker) 
Talk 
18 
Jul 
1968 
Pavilion Gardens, 
Buxton 
Peter Schmalfuss (pno) Coke Ballade opus 27 
11 
Apr 
1970 
Alfreton Hall Delyth Jones (sop) 
Peter White (vc) 
Danielle Salamon (pno) 
Couperin Pièces en concert 
Coke Six Songs opus 19 
Beethoven Piano Sonata opus 101 
Vivaldi Cello Sonata opus 14 no. 4 
Schumann Frauen-Liebe und Leben opus 42 
26 
Aug 
1971 
Abbotsholme 
School, 
Staffordshire (BBC 
Radio 3) 
Moura Lympany (pno) Debussy Images Book 2: Poissons d'Or 
Ravel Gaspard de la nuit: Ondine 
Ravel Le tombeau de Couperin: Toccata  
Coke Preludes opus 33: nos. 2 & 11 
Chopin Nocturne opus 62 no. 1 
Chopin Scherzo opus 20 
5 
May 
1973 
Alfreton Hall Delyth Jones (sop) 
Ronald Birks (vln) 
Peter White (vc) 
Alison Gordon (pno) 
Beethoven Violin Sonata opus 12 no. 1 
Coke Six Songs opus 19 
Coke Fifteen Variations and Finale opus 37 
Rachmaninoff Trio Elégiaque no. 1 
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15 
Jun 
1974 
Alfreton Hall Allan Schiller (pno) Coke Preludes opus 33 
Mozart Piano Sonata K331 
Beethoven Piano Sonata opus 53 
Chopin Fantasie-Impromptu opus 66 
Chopin Berceuse opus 57 
Chopin Second Scherzo opus 31 
28 
Jun 
1975 
Alfreton Hall Allan Schiller (pno) Mozart Piano Sonata K570 
Beethoven Piano Sonata opus 2 no. 2 
Schubert Four Impromptus D899: nos. 2 & 4 
Coke Second Piano Sonata opus 26 
Chopin Polonaise opus 40 no. 1 
Chopin Polonaise opus 26 no. 1 
14 
Mar 
1981 
Alfreton Hall Allan Schiller (pno) Mozart Piano Sonata K333 
Coke Second Piano Sonata opus 26 
Chopin Trois Valses Brilliantes opus 34 
Schumann Faschingsschwank aus Wien opus 26 
14 
Nov 
1987 
BBC Wales (BBC 
Radio 3), Cardiff 
Studios 
Alexander Baillie (vc) 
Piers Lane (pno) 
Broadcast: 
Bush Concert Piece 
Coke Second Cello Sonata opus 29† 
15 
Sep 
1990 
Mansfield 
Community Arts 
Centre, 
Nottingham 
Linda Darnell (sop) 
David Barclay (ten) 
Jason Hibbert (bar) 
Clare Bartholomew (sax & cl) 
Stuart Bradshaw (pno) 
Bach God So Loved the World: My heart ever 
faithful 
Bach Come, Come, my Voice 
Händel The Messiah HWV56: Comfort ye my 
people  
Händel The Messiah HWV56: Ev’ry Valley 
Schubert Der Hirt auf dem Felsen D965 
Schubert Die Forelle D550 
Franck Panis Angelicus 
Gounod Romeo and Juliet: Je veux vivre dans le 
rêve 
Puccini Madam Butterfly: Un bel di 
Gilbert & Sullivan The Mikado: Excerpts (NK) 
Gilbert & Sullivan Iolanthe: Excerpts (NK) 
Woods, Phil Sonata for Alto Sax & Piano: 1st & 2nd 
mvts) 
Lennon & McCartney Eleanor Rigby; The Long and 
Winding Road 
Gershwin I Got Rhythm 
Gershwin I Love to Rhyme 
Ives The New River 
Ives The See’er 
Coke Six Songs opus 19: nos. 6 & 5 
2 
Jun 
2012 
Dorchester Abbey 
(English Music 
Festival) 
Rupert Marshall-Luck (vln) 
Matthew Rickard (pno) 
Pickard, John Insomnia 
Coke First Violin Sonata opus 46 
Sainsbury, Lionel Soliloquy 
Carr, Paul Now Comes Beauty 
Elgar Violin Sonata opus 82 
15 
Nov 
2013 
EM Records Rupert Marshall-Luck (vln) 
Matthew Rickard (pno) 
Recording: 
Bantock Third Violin Sonata 
Scott Viola Sonata 
Coke First Violin Sonata opus 46† 
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Date Venue Performers Repertoire 
May 
2015 
The Old Granary, 
Suffolk (SOMM 
Recordings) 
Simon Callaghan (pno) CD Release: 
Coke Twenty-Four Preludes opuses 33 & 34† 
Coke Fifteen Variations and Finale opus 37† 
8 
May 
2015 
BBC Radio 3 
(InTune) 
Simon Callaghan (speaker 
and pno) 
Broadcast: 
Coke Eleven Preludes opus 33 : nos. 1-3 
Rachmaninoff Moment Musicaux opus 16: no. 3 
Coke Eleven Preludes opus 33 : nos. 6 & 7 
Coke Thirteen Preludes opus 34 : no. 12 
10 
May 
2015 
Conway Hall, 
London 
Simon Callaghan (pno) Coke Eleven Preludes opus 33 : nos. 2, 3, 5, 7 & 6  
18 
Jun 
2015 
Steinway Hall, 
London 
Simon Callaghan (pno) Coke Twenty-Four Preludes opuses 33 & 34  
20 
Aug 
2016 
Schloss vor 
Husum, Germany 
Simon Callaghan (pno) Coke Fifteen Variations and Finale opus 37 
Bax Two Russian Tone Pictures 
Rogers/Hough Four Transcriptions 
Coke Eleven Preludes opus 33: nos. 7, 3 & 2 
5 
Apr 
2017 
BBC Radio 4 Simon Callaghan (speaker 
and pno) 
BBC Scottish Symphony 
Orchestra 
Martyn Brabbins 
Broadcast: 
Coke Fourth Piano Concerto opus 38 
17 
May 
2017 
Royal Northern 
College of Music, 
Manchester 
Simon Callaghan (speaker & 
pno) 
Coke Eleven Preludes opus 33: no. 7 
[live performance] 
Coke Third Piano Concerto opus 30 
Coke Fourth Piano Concerto opus 38 
[recorded excerpts] 
3 
Jun 
2017 
Brookhill Hall, 
Pinxton, 
Nottingham 
Jason Darnell (v)  
Simon Callaghan (speaker & 
pno) 
Stephen Wall (pno) 
Coke Eleven Preludes opus 33: nos. 2, 3, 5, 7 & 6 
Coke Six Songs opus 19: nos. 5 & 6 
 [live performances] 
Coke Third Piano Concerto opus 30 
Coke Fourth Piano Concerto opus 38 
[recorded excerpts] 
Oct 
2017 
City Halls, 
Glasgow 
(Hyperion 
Records) 
Simon Callaghan (pno) 
BBC Scottish Symphony 
Orchestra 
Martyn Brabbins (cond)  
CD Release: 
Coke Third Piano Concerto opus 30† 
Coke Fourth Piano Concerto opus 38† 
Coke Fifth Piano Concerto, ‘The Orton’ opus 57†  
13 
Mar 
2018 
Whitgift Sports 
Club, South 
Croydon 
Simon Callaghan (speaker) Lecture-recital: 
Coke Twenty-Four Preludes opuses 33 & 34 
Coke Third Piano Concerto opus 30 
Coke Fourth Piano Concerto opus 38 
[all recorded excerpts] 
10 
May 
2018 
Royal Northern 
College of Music, 
Manchester 
Simon Callaghan (speaker 
and pno) 
Coke Eleven Preludes opus 33: nos. 2, 3, 5, 7 & 6 
Coke Thirteen Preludes opus 34: nos. 15 & 12 
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Date Venue Performers Repertoire 
12 
Jun 
2018 
St Paul's Church, 
Knightsbridge, 
London 
Jamie Campbell (vln) 
Karel Bredenhorst (vc) 
Simon Callaghan (pno)  
Rachmaninoff Trio Elégiaque no. 1 
Coke Elegiac Trio opus 32 
Schubert Trio D929 
23 
May 
2019 
Royal Northern 
College of Music, 
Manchester 
Simon Callaghan (speaker 
and pno) 
Coke Eleven Preludes opus 33: nos. 7, 2, 8 & 11 
Coke Thirteen Preludes opus 34: nos. 13, 19, 20 & 
24 
2019 Wyastone Concert 
Hall, Monmouth 
Simon Callaghan (pno) CD Release: 
Coke Twenty-Four Preludes opuses 33 & 34 
 
2019 Wyastone Concert 
Hall, Monmouth 
Raphael Wallfisch (vc) 
Simon Callaghan (pno) 
CD Release: 
Coke First Cello Sonata opus 24† 
Coke Second Cello Sonata opus 29 
Coke Third Cello Sonata in opus 44† 
 
 
